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J. L, MASSON AND M. V. PATWARDHAN 
Abhinavagupta is generally considered to be the 
greatest of the many Indian writers in the field of 
poetics. The breadth and profundity of his intellect, 
and the originality and brilliance of his critical 
insight, entitle him to a distinguished place in the 
ranks of philosophers of aesthetics of all lands 
and all periods of history. 


This tenth century Kashmiri scholar advanced 
ideas in every way as interesting and sophisticated 
as those propounded by Aristotle, yet his work is 
virtually unknown in the West beyond a very 
small circle of Sanskritists. It is to remedy this 
situation by making some of the central insights 
of Abhinavagupta available to literary critics and 
the interested layman that the authors offer the 
present volume. Most of the material they present 
has never before been translated. 


The introduction is meant primarily for students 
of comparative literature and the general reader. 
The body of the work is divided into two parts. 
In the first, the authors examine the various in- 
fluences which went into the shaping of Abhinava- 
gupta’s philosophy of aesthetic experience, a unique 
synthesis of original insights into traditional Indian 
poetics with the Saiva philosophy of Kashmir. They 
deal with such problems as: the nature of obscenity, 
the aesthetic enjoyment of tragic literature, the 
nature of poetic imagination, Tantric rituals as 
drama, and, above all, the relation between ima- 
ginative experiences and transcendent mystical 
experiences. In the second part of the work, the 
authors reproduce and translate everything written 
on the subject of Santarasa (“ the aesthetic ex- 
perience of tranquillity” ) prior to Abhinava- 
gupta. 
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I have great pleasure in writing a Foreword to this book by Prof 
M. V. Patwardhan and Mr. J. L. Masson and in introducing the latter whom 
I have known intimately for some time and who was struck me with his flair 
for Sanskrit and its cultivation and for the literary study of Sanskrit liter- 
ature, qualities which, undoubtedly, he has imbibed from his chief teachers 
L. Renou of the Sorbonne and Prof. D. H. H. Ingalls of Harvard. His asso- 
ciation with these two scholars explains his association with me. 


This monograph is on Santa Rasa and Abhinavagupta’s aesthetics as 
it emerges out of the philosophy of Rasa as expounded by him. It stems out 
of my Number of Rasas which at the time of its first appearance in the middle 
of the forties, was the first detailed exposition of this important subject. In 
that work, I had also offered a critical edition of the section relating to the 
Santa from Abhinavagupta’s commentary on the Natya Sastra. Naturally, 
while the material given in the present study has already been known, the 
treatment of the authors has given it a freshness, illustrating the principles of 
novelty elucidated by Anandavardhana in Uddyota LV of Dhvanyáloka, As 
Max Miller said, at every stage, a fresh study of a branch of knowledge is 
required. In the introduction, as also in the main part of their work, the 
authors have traversed a wide ground in respect of literature and response to 
it, and on the background of the latest writers, critics and philosophers in 
the West and the attempts of a few of them to interpret or understand the 
contributions of the Sanskrit writers, they have highlighted some of the most 
important ideas of Ánandavardhana and Abhinavagupta. The thought of 
these two masters of Sanskrit literary criticism, particularly of the latter, is 
examined on the background of their school of philosophy, Kashmir Saivism, 
But as they go, the authors take in their stride many other related concepts 
which involve parenthetical treatment; added to these are the very large 
number of references to works and authors, but the reader should be able to 
follow the main theme of the authors namely the conception of Rasasvada as 
elucidated by the two great aesthetes Anandavardhana and Abhinavagupta, 


It would not be possible to fall in line whith the authors on some of 
the literary judgements that they have passed on Sanskrit poems and plays, 
e. g. those on p. ix of the Introduction. Also in some contexts of textual 
interpretation, the authors have expressed their disagreement with earlier 
writers and have given their own interpretation. However this is not the 
place to enter into discussion of details. 
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Not only does the study in the following pages show the extensive 
reading of the authors, but it also expressly mentions a chain of further 
studies, connected with the present one, which the authors have prepared. 
As a member of the Indian Advisory Committee of the American Institute of 
Indian. Studies, I am pleased that a Grantee of the Institute, one of the 
joint-authors of the Volume, has done remarkably well on his grant-programme 
in India. Quite a few of the younger generation of American. scholars are 
engaged in pure Sanskrit and Sastraic studies, and by assisting them, the 
Institute is giving a fillip to Sanskrit studies, 


V. RAGHAVAN 


Vijayadasami 
20-0-969 | 


Madras. 
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PREFACE 

The present study grew out of a much larger work that the 
Authors are presently completing. We have both been long interested 
in Sanskrit literary criticism. Professor Patwardhan has taught 
the Dhvanydloka and the Rasaganigadhara over a period of fifteen 
years to students in Fergusson College. Mr. Masson has translated 
and annotated the Dhwanyaloka and the first chapter of the: Locana 
for his Ph. D. thesis at Harvard 


When we met we discovered a deep mutual interest in. Abhi- 
navagupta's Locana, the greatest Indian work on aesthetics, but 
a text so difficult that even the Pandits hesitate to teach it in the 
Pathasalis. We began meeting twice a week for 3-4 hour sessions 
to read and discuss textual difficulties in the Locana. We soon 
found that we shared nearly identical views on the major problems 
in this work. Gradually most of the textual mysteries began to 
yield up their secrets, and we decided to translate the entire 
Locana as a joint work 


The section on sdniarasa was originally to have been an 
appendix to this three-volume annotated translation. But we found 
that so many issues in the Locana had a direct bearing on the 
problem of sántarasa that it really required a more extensive and 
Separate treatment. Especially in reading the sdntarasa passage 
in the Abhinawabhdrati, a text of notorious difficulty, we found that 
our readings in the Locana were a great help to its elucidation. It is 
primarily as an aid to understanding this sāntarasa passage of thé 
Abhinavabharati that we are publishing the results of our research 
We regard this as an introduction to our translation of the 
Dhvanydlokalocana which will be published along with the Dhvanyd- 
loka in the Harvard Oriental Series 


It is a pleasant duty to thank those who have’ helped us: 
Mr. Masson first read the Dhvanydloka with the late Professor L. 
Renou in Paris, who maintained a lively interest in Sanskrit literary 
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theory and urged on him the necessity of doing serious work in 
this field. Professor V. Raghavan was kind enough to read with him 
daily the fourth Uddyota with the Locana. His pioneering work, 
t The Number of Rasas”, and his magnum opus, “ Bhoja’s Srügàra- 
prakäsa”, provided much of the stimulus for writing the present 
volume. Professor D. H. H. Ingalls read Mr. Masson's translation 
of the first and fourth Uddyota of the Dhwanydloke and made many 
valuable suggestions on method which we have followed here. 
Mr. Masson also wishes to thank his old friends, Professor B. K. 
Matilal of the University of Pennsylvania, and Professor K. Bhatta- 
charya of the Centre Nationale de la Recherche Scientifique in 
Paris, for stimulating discussions over the past years on many of 
these very topics. Several Pandits of the Deccan College have 
always been very happy to discuss many of the issues with us. We 
wish to thank especially Dr. V. W. Paranjpe and Pandit Srinivasa- 
shastri for their help. Mr. R. P. Goldman from the Sa nskrit depart- 
ment of the University of Pennsylvania helped us to clarify many 
of our ideas on Sanskrit and general literature while reading the 
entire work in manuscript. We wish also to thank Mr. J. Losty 
of the Sanskrit Department at Oxford University for reading 
through the work and making numerous corrections in the English 
text, and for his pointed questions. Mr. Masson wishes to thank the 
A. L L. S. for a fellowship from I968-69 which made this study 
possible by supporting his research, during which time the present 
work was published. It is a great pleasure to thank our good friend 
Dr. S. D. Joshi for his constant encouragement. Dr. R. N. Dandekar 
kindly aecepted the work for publication in the B. (0. R. I. Oriental 
Series for which we are grateful. We wish to thank Dr. V. Raghavan, 
whose work in Sanskrit poetics is well-known to all scholars in the 
field, for writing the foreword to this volume. 
Finally, Mr. I. R. Walavekar and his staff very efliciently and 
pleasantly saw this work through the press in the short time of 
two months, for which we remain indebted to them, 
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| NTRODUCTION! 


A word on methodology :? Philip Rawson in a recent article on Indian 
aesthetics writes: “In fact I believe that in the field of aesthetics (as in the 
field of logic) a great series of thinkers who lived in India and wrote in- 
Sanskrit between the fourth century A. 9. and the thirteenth have put many 
ideas which must be brought into our present-day debates on art —ideas which 


l. It might be asked why we use the term “esthetics” in the title when surely 
“poetics” would have been more correct, since aesthetics is a wider concept, including 
reflections on the experience of the beautiful in all art forms, and not only in literature, 
This would be true were we to confine our attention only to the Dhvanyálokalocana, But 
the Abhinavabhdrati includes considerations of music and of dance as well as of litera- 
ture, and it is clear, even if nowhere explicitly stated, that Abhinaya intends his remarks. 
on the nature of imaginative experiences in drama and poetry to apply to other art 
forms as well. If we were to sum up Abhinava’s theory in one phrase as “great art 
demands the transcendence of self” then we could surely apply this to music as well, 

2. We presuppose on the part of our readers a certain familiarity with the 
technical terms of Sanskrit poetics, For those who are reading about the field for the 
first time, we would recommend the following works : 

For a general introduction to Sanskrit poetry the reader cannot do better 
than read D. H. H, Ingalls’ humane study: An anthology of Sanskrit Court Poetry 
Harvard Oriental Series, Cambridge, ]965, The two standard works on Sanskrit literary 
criticism are : S. K. De, History of Sanskrit Poetics, Firma K, L. Mukhopadhyaya, 
Calcutta, 960, and P. V. Kane, History of Sanskvit Poetics, Motilal Banarsidass, 
Delhi, I96. Kane is better than De on textual problems, but less full on the actual 
theories. A concise but intelligent overview of the theory of suggestion can be found 
in an article by J. Brough, “Some Indian Theories of Meaning”, Transactions of the 
Philological Society, ]953, Oxford. An excellent book, which contains a very fine 
chapter on the theory of dhvaniis K. Kunjunni Raja, Indian Theories of Meaning, 
Adyar Library and Research Center, Madras, 963. A clear account by a good 
modern Indian philosopher of many of the issues will be found in M, Hiriyana's Art 
Experience, a collection of his essays on such questions as “Art contemplation”, “Art 
and Morality”, ‘The Philosohhy of Alsthetic Pleasure" and so on, Kavyalaya 
Publishers, Mysore, 954. For those who read French, we would recommend the pioneer 
study of the Indian theatre by Sylvain Lévi, Le Theatre Indien, reprinted with 
Renou's article, “ La Recherche sur le théatre Indien depuis ]890”, Paris, 963. The 
Introduction to R, Gnoli's The Aesthetic Experience according to Abhinavagupta, Rome, 
I965 and now reprinted by Chowkhamba, Banaras, I968, is excellent, though readers 
might find the actual text difficult, K, C. Pandey's two works, Abhinavagupta, an 
Historical and Philosophical Study Chowkhamba, Banaras, I966, and Comparative 
Aesthetics, vol. I, Indian Aesthetics (both second editions), Chowkhamba, Banaras, 
I959, are also likely to prove difficult, though both works contain much valuable 
information. The reader would also be well advised to rend one or two of the texts 
in translation. The most important work on theatre and on dramatic theory is the 
Natyasdtra (ca. 3rd century A. D.?) of which there is a new edition and trans- 
lation by M. Ghosh, Manisha Granthalaya, Calcutta, I957, Available translations are 

( Continued on next page 
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we can use on works of art as one uses a can-opener on a can, to get at the 
meat. Their writings could extend our conceptual armoury 7) While we 
agree with the sentiment, we disagree strongly with the method. In an article 
subtitled: “A Study in Indian Aeshetics ”, there is no mention of a single 
Indian critic! One could contribute an entire negative bibliography on 
Sanskrit poetics which would illustrate the same fault : an insufficient acquain- 
tance with the basic texts of Sanskrit literary criticism. Instead of vague 
generalisations ( or reinterpretations such as are found in the special issue of 
the Journal of Aesthetics and Art Criticism on Oriental Aesthetics, Fall, 965), 
we need detailed studies? and especially translations into modern English of 
the major works of Sanskrit esthestics. It is disturbing to think that there are 
no English translations at all of many of the most important works : the 
Vakrotkijivita, the Kavyamimamsa, the Abhinavabharati, the Dhvanyaloka- 
locana, the Vyaktiviveka or the Rasagatigadhara. There is no readily availa- 
ble translation of Dandin, or Bhamaha, or Vamana, and Anandavardhana’s 
Dhyanyaloka is sorely in need of a new and better translation. We know 
that the Indians have creative ideas on such important issues as “ the nature 


Continued from previous page ) 
rare: The Dhvanydloka the most important text on poetics will soon be published 
with a complete translation of Abhinavagupta’s commentary, the Locana, by the 
authors, Meanwhile there is Jacobi’s excellent German translation, Z. D. M. G. 
no, 56, Leipzig, I902 and the translation into English by K. Krishnamoorthy, Poona 
Oriental Series, Poona, I955. There is a French translation of Rajasekhara’s Kávya- 
mimars@ (9th century), a fascinating and eccentric work, by N. Stchoupak and 
L, Renou published by Société Asiatique in I946 that is still in print, The second 
most important work on drama, though much later (l0th century) than the Na@tya- 
$astra, has been translated by G. O. Haas, The Dasarüpaka of Dhanamjaya : A Treatise 
of Hindu Dramaturgy, Motilal Banarasidass, Delhi, 962. A good translation of 
Mammata’s Kavyaprakaga ( lth century) has come out by G, Jha, Bharatiya Vidya 
Prakashan, Banaras, 967. Mammata follows Abhinava very closely, though he is more 
conventional in his opinions. Iv is by far the best of the “text books” that became so 
popular in the Sanskrit tradition. Similar to it, and even fuller in treatment, 
though less interesting, is the Sahityadarpana of Visvanitha, translated by J.R, 
Ballantyne and P, Misra, Motilal Banarasidass, Delhi, ]965. An excellent and 
readable French translation of one of tho later texts is Le Praláparudriya de Vidyà- 
matha by Pierre Filliozat, Institut Frangais d'Indologie, Pondichery, I963. 

l. “An Exalted Theory of Ornament”, published in Aesthetics in the Modern 
World, edited by H. Osborne, London, Thames and Hudson, 968, 

2, Such detailed studies are to be found pre-eminently in the works of two 
modern Indian scholars, V, Raghavan, and the late Sivaprasad Bhattacharya, For 
details, see Bibliography, 


3. A four-volume work is soon to appear on readings from literary criticism 
throughout the world, One volume will be devoted to Indian Aesthetics. It is 
being edited by 8, ४, Matilal of the University of Pennsylvania and will contain 
translations of all the major texts (excerpts only of course) by B, K, Matilal, V, 
Raghavan, M, Ghosh, M. V, Patwardhan and J, Masson, 
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of poetic imagination ”, “ the dichotomy between learning and inspiration, 
* linguistics and poetics ”, “ the tension between pleasure and didacticism”, 
f “ poetry and philosophy”, “effort and spontaneity”, and so on. But what 
exactly did the Indian writers have to say on each of these issues? We have 
taken up one of these issues, Santarasa, for detailed discussion in this volume, 


Santarasa might be translated as “ the imaginative experience of tranqui- 
lity ^. It is an issue on which there exists some confusion. Edgerton was able 


to write, astonishingly, of Santarasa : “ ....that it is forbidden to use it in the 
I drama; it is inherently opposed to the very nature of the drama ". This is a 
| simple misunderstanding of the texts. Such misunderstandings arise because 
I many modern writers are not taking the trouble to see just what the Sansktit 
| writers on poetics have said. They are relying on secondary literature instead 


of going directly to the original sources. In this way errors only compound 
i themselves. How will one be able to appreciate Sanskrit literature properly if 
one is unware of just what it is that a cultivated audience expected from its 
literature? And how can one know this, unless one reads Sanskrit literary criti- 
cism ? Here we must take sides in what seems to us a major issue concerning 
the proper method of understanding Sanskrit poetry : Professor D. H. H, 
Ingalls has written of A. B. Keith, whose two works, * A History of Sanskrit 
Literature” and “ The Sanskrit Drama” are standard reading in the field, 
“that for the most part he disliked Sanskrit literature.” After illustrating this, 
Professor Ingalls remarks : “ What is unjust in these judgments is that not once 
does Keith apply the remarks of a Sanskrit critic to any of the Sanskrit works 
he is judging.” ? Professor J. Brough, a former student of Keith, responds 
to this criticism by quoting a paragraph from Keith’s “ History of Sanskrit 
Literature ", after which he remarks : “I have re-read this paragraph with 
close attention, but I have not been able to discover any hidden meaning in 
it; and I do not understand how such words could be written by one who 
‘ for the most part disliked Sanskrit literature. ' "? Professor Brough may 
well be correct, for it is perfectly possible that Keith did in fact like much of 
Sanskrit literature. But surely this is irrelevant. The point is not whether 
Keith did or did not like Sanskrit poetry ( since one can certainly understand 
something for which one does not have great admiration ), but whether he 
understood it or not. Brough does not answer Ingalls’ second charge, by far 
the more important of the two. Did Keith judge Sanskrit literature accord- 
ing to the highly developed canons of its own texts on literary criticism ? 


l. F. Edgerton, “Indirect Suggestion in Poetry", Proc. of the American 
| Philosophicul Society, vol. 76, I936, p. 704, 

2, An Anthology of Sanskrit Court Poetry, p. 50. 
|| 3. J. Brough, Poems from the Sanskrit, Penguin, 968, p. 2l, 
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Judging from his chapter on the theories of poetry in ancient India, one 
would guess not. He seems for the most part innocent of their more detailed 
.doctrines. This is an important point of methodology. Before we can 
judge or even appreciate Sanskrit literature, we must understand it. As I. A. 
Richards often remarked to his students at Harvard: “ We do not admire 
what we do not understand." No amount of theory on methodology will 
-help one to understand Sanskrit literature. There is only one method that 
seounts : exposure to, and familiarility with, the texts. There is a perfectly 
‘straight-forward use of the word “ understanding” which is too often ignored 
sin the elaborate treatises now fashionable on “ methodology ” (often, it seems 
sto us, merely excuses for not dealing with the texts themselves ). The difficul- 
3ties of interpreting a Sanskrit poem are considerably less in India than in the 
"West. The meaning of a Sanskrit poem is rarely subjective. Either you have 
understood a verse or you haven't. In a traditional Sanskrit class, the Pandit 
willask a student after he has read a verse : artho jnato và na va, " Have 
¿you understood the meaning or not 2" This makes it far more easy to reach 
à concensus about a poem's worth in Sanskrit than would be true in English 
literature When we read a passage in one of these Sanskrit texts we know 


i3. l. For instance, on p. 386-397 of A History af Sanskrit. Literature, ( Oxford, 

i928) Keith is supposed to be explaining the theories of Jagannatha’s Jtasagangá- 
‘dhara, but everything he quotes is actually taken by Jagannatha from Abhinava- 
'gupta's Locanda, a fact of which Keith seems totally unaware, Thus, he writes : * The 
:eause of this form of pleasure is a form of meditation (bhdvand ), consisting of continued 
application to the object characterized by the pleasure. It is quite different from the 
joy produced by the thought of the meaning of what is sald to oue, eg. “A son is 
“born to you". But this example actually occurs several times in the Dhvanyáloka- 
NMocana, (e. g. p. 80, Bilapriya Edn, ) 600 years earlier ! 


2. Not that the Indians ever made the fallacy of thinking that a poem was 
fexbausted by what it meant. Far from it, they were likely to sin in the opposite 
,direction, and suppose that a poem derived all its worth from how ib was said 
š (syañjana) rather than what it said, As I, A. Richards puts ib: “It is never what a 
poem says which matters, but what it is”, John Wain speaks of the difficulty of pin- 
pointing the elements in a poem that make for its success: “ But to illustrate these 
. things in the concrete is to approach the vanishing center of literary criticism, which, 
, nob being an exact science, is bound sooner or later to reach a point at which demon- 
stration breaks down and is replaced by a shared sensibility; though, of course, 
S this point is very much more distant than the anti-critical writers on literature 
«would have us think”, Interpretations, edited by J. Wain, Routledge, London, I975. 
_For the Indians it was not only distant, but actually beyond the horizon, This is an 
_important point to stress : the Indians simply cannot conceive. of arguing over the 
‘final worth or even interpretation of a poem in quite the same way as can be done to- 
day in Western literary criticism. It is of course true that finally the sahrdaya, the 
, intelligent and responsive reader, is the final criterion, But generally, sahrdayas tend 


to agree amongst themselves to an astonishing degree. One has only to look at the 
interprótations of poems advanced in Sanskrit commentaries, They are usually very 
( Continued on next page 
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immediately whether we understand it or not. If we do not, no amount of 
“ methodology ” will give usinstant and magic insight into the meaning. It 
is only by reading further in the literature that understanding will be gained. 


We feel that we have to speak of this because in a sense we are deal- 
ing with religious material, and the familiar criticism comes to mind that in 
order to understand Buddhism one must either be a Buddhist or at least be- 
long to some religious tradition. Similarly, the argument goes, one must be 
“ personally” concerned with the problems raised by šantarasa and by religious 
ecstasy in general in order to understand the issues properly. To this belief we 
cannot subscribe. We can sympathise intellectually with the problems raised 
by santarasa without being personally moved by the issues in our everyday 
life. Certainly to have a profound understanding of Dante it is not necessary 
to bea believing Christian. We can respond to the power and grace of a 
mind without necessarily agreeing with what is said. Were it necessary to 
hold firmly to a set of immovable beliefs, then the whole of surrealism, 
in which our common expectations are constantly arrested, should possess no 
aesthetic significance. Literature does not depend for its power on a set of 
beliefs. Is the ghost of Hamlet real? How can this matter for a proper 
appreciation of the play ? The important point is that it is real for the play. 
Are the punishments that Dante describes *real" ? They are real in the 
.poem. Whether we believe in their objective reality or not has nothing what- 
ever to do with our appreciation of the poem itself. Similarly, santarasa 
exists within the context in which we discuss it. We must judge these beliefs 
in the context of the works of literature in which they appear, and not in the 
light of our personal convictions, or we seriously restrict the possibilities of 
our own literary appreciation. We have elucidated certain difficult texts 
which describe ecstatic experiences. It should not be relevant what our own 
belief is as to the objective nature of these experiences. 

A more important dichotomy than that between belief and scepticism 
has to do more directly with our method of work. This is the dichotomy 
between modern Western methods and the more traditional method of under- 


Continued from previous page ) 

similar to one another. (This is surely why plagiarism in such matters was never 
considered to be a serious matter, Witness Hemacandra, who uses Abhinava's expla- 
nations of innumerable stanzas. He is not ४ cheating", he is *agreeing".) When a 
modern commentary like the Bàlapriyá follows Uttungodaya’s Kaumudi on the Locana, 
Ramasiraka is not being lazy or dishonest, This simply points to shared values in 
Sanskrit literary criticism, We know, for example, that Mahimabhatta and Kuntaka 
both disagree sharply with the views of the dhvani school, and with Anandavardhana 
in particular, But their disagreements concern principles, and do not really extend 


to the interpretation of individual poems. When they explain the rasa of a poem 
there is remarkable agreement, 
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standing texts used by the Pandits. There need exist no opposition between 
the two methods. In our cases, we have both profited greatly from our 
study among the Sastrins, and we both possess an unqualified admiration for 
the depth of their knowledge into a given áastra. On the other hand the 
major part of our education has been along Western lines, and we see no 
reason to abandon the critical principles it has instilled in us. 


ABHINAVA'S ACHIEVEMENT 

Abhinavagupta was without a doubt the greatest example in Indian 
history of a literary critic who was also a philosopher of repute. Pandits will 
often say of him that : alamkarasastram tenaiva $astratvam prāpitam—“ He 
alone turned poetics into a science.” There are virtually no important ideas 
in later Sanskrit poetics that do not derive from him (or from his influ- 
ences )'. In his two famous commentaries, the Locana on the Dhvanyaloka, 
and the Abhinavabharati on the Natyasastra, he has dealt with almost every 
important issue of Indian aesthetics. Neither work is meant to be primarily 
philosophic—he deals rather with specific verses, and especially in the Locana 
he performs brilliant feats of understanding and interpretation in discovering 
the hidden “ suggested " meaning in verses. ( There are numerous examples 
of this; one thinks in particular of the enormous range of suggestion he is 
able to derive from a single case of vastudhvani in the Dhvanyaloka)’. His 
linguistic acumen is no less astonishing, and he often points to the suggestive 
use of a case-ending, or even a particle. But we are concerned in this volume 
with those passages, by no means rare, where he deals more with theory 
than with its practical application. In extracting Abhinava’s philosophy of 
aesthetics, we have discovered that he is deeply concerned with religious 
values in literature. In this he marks a decided break with his predecessors. 
There is nothing particular religious about the Natyasastra. As for the 
Dhvanyaloka, which we believe to be the work of two different authors,? the 


l. Many of the ideas of later writers ( especially Mammalia ) which modern 
writers mistakenly think to be original, derive ultimately and often literally from 
Abhinavagupta, Thus 8. K. De, * The theory of Rasa", in Some Problems of Sanskrit 
Poetics, Calcutta, |459, p. 206, attributes to Viévanütha the doctrine that “those very 
thiogs which are called cause of pain in the :world...... when consgined to poetry and 
dramatic representation possess the right to be called, in consequence of their assuming 
such a function, alaukika vibhávas otc., and from them only pleasure ensues, as it does 
from bites and the like in amorous dalliance ”, But this doctrine is found first in the 
Abhinavabharati, Vol. L, p. 292. 

2, Ono thinks of his long explanations of the two last Prakrit verses quoted 
under L. 4, on pp. 74-78 of the Locana ( B. edition ), 

8, This ig of course a very complex issue. Mr. Masson has written a long 
article on the problem, arguing from internal evidence, that Anandavardhana wrote 
only the Vriti, and that the Karikas belong to an earlier author. The article will 


appear soon, 
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karikas present absolutely no religious aspect at all. There are no religious 
terms used, and no analogies drawn from religious literature, Even the term 
$antarasa is never used.! Anandavardhana is a different matter. In his 
vgtti religious preoccupations are evident. Unfortunately, his Tattvaloka,? 
a work that dealt with the relation between poetry and philosophy, is lost, so 
that we cannot know how great its influence upon Abhinava was. At least 
his concerns within the Dhvanyaloka never culminate in a philosophic theory, 
It is only with Abhinava himself ( preceded, in all likelihood, by Bhattanayaka 
in his lost Hrdayadarpana) that specific religious doctrines are applied to 
aesthetics ( we do not of course distinguish sharply between religion and 
philosophy, for in Abhinava's case, as in much Indian writing, the two are 
nearly coterminous ). 


Abhinava is concerned with providing a stable philosophical foundas 
tion for his theories. We have tried to show in this volume how often 
Abhinava draws on šantarasa for his major contribution to Sanskrit aesthes 
tics, the theory of rasa. Reduced to its bare essentials the theory is as 
follows : watching a play or reading a poem for the sensitive reader (sahrdaya) 
entails a loss of the sense of present time and space. All worldly considera- 
tions for the time being cease. Since we are not indifferent (tatastha ) to 
what is taking place, our involvement must be of a purer variety than we 
normally experience, We are not directly and personally involved, so the 
usual medley of desires and anxieties dissolve. Our hearts respond sympatheti- 
cally ( hydayasamvada ) but not selfishly. Finally the response becomes total, 
all-engrossing, and we identify with the situation depicted ( tanmayibhavana ), 
The ego is transcended, and for the duration of the aesthetic experience, the 
normal waking “I” is suspended. Once this actually happens, we suddenly 
find that our responses are not like anything we have hitherto experienced, for 
now that all normal emotions are gone, now that the hard knot of “selfness” 
has been untied, we find ourselves in an unprecedented state of mental and 
emotional calm. The purity of our emotion and the intensity of it take us 
to a higher level of pleasure than we could know before — we experience 
Sheer undifferentiated bliss ( anandaikaghana) for we have come into direct 
contact with the deepest recesses of our own unconscious where the memory 


l, Those rasas with which the Karikds of the Dhvanyáloka are concerned are 
actually mentioned at some point or another, Thus Karunarasaz is mentioned at II, 8 
Bibhatsa at UL 4; Raudra at IL. 9; Srngára time and again, e.g, IL 7, II. I5, etc, But 
nowhere is Sdntarasa mentioned by name iu the Küriküs Ananda, however, does 
interpret IIT. 30 ( p. 397 ) to be a reference to Santarasa, but it is possible that he has 

isinterpreted the verse. 

2. Abhinava refers to it on p. 67 of the Locana in the first Uddyota, and 

again in the fourth Uddyota, p. 533 


E 
| 


VII शान्तरस 


of a primeval unity between man and the universe is still strong. Inadvertent- 
ly, says Abhinavagupta, we have arrived at the same inner terrain as that 
occupied by the mystic, though our aim was very different from his. Such 
an experience cannot but make us impatient with the ordinary turmoil of 
emotions that is our inner life, and though Abhinava never explicitly says so, 
one cannot help feeling that he expects the reader to search out now these 
experiences on a more permanent basis. 


We would be justified in asking why Abhinava felt it necessary to 
provide such a unified theory of rasa (when Anandavardhana for instance 
never felt the need to philosophise about rasa ), and especially a theory that 
depended so heavily on notions involving $antarasa. We think there is a 
good reason : as a religious man, Abhinava must have been undera certain 
amount of at least internal pressure to justify his deep interest in purely 
secular literature. There has always been among Indian philosophers ( and 
Western ones too; one thinks of Plato )' a certain distrust of poetry. There 
is the attack of Jayantabhatta, the great logician, on Anandavardhana's 
theory of suggestion : “ There is no point in arguing with poets, ११३ or the 
famous remark with which Mimamsakas? were known to rebuke those 
interested in poetry : “ One should avoid the useless prattle that is poetry.” * 
Abhinava undermined such opposition by attempting to show that the states 
of mind during religious experiences and during literary experiences bore a 
basic affinity to one another. Literature, he wished to prove, at least the 
best literature, is just one more expression of an ineffable transcendent experi- 
ence. This was a daring move and one which might legitimately have been 
expected earlier. It is rather odd when one considers it, that nobody before 


]. As Blake puts it so well: “This was the fault of Plato, He knew of 
nothing but virtues and vices and good and evil”. 

2. यमन्यः पण्डितंमन्यः प्रपेदे कंचन ध्वनिम्‌ 

अथवा नेदृशी चर्चा कविभिः सह शोभते | Nyüyamanjari, p. 45. 

3. Abhinava can use his wit very trenchantly when he desires He has no 
liking for Mimamsakas and loses no opportunity to amuse himself at the expense of 
what he calls their dried-up minds. See for ex. Locana, p. 65, pasyatr árotriyasyokti- 
kauáalam. One thinks of the very funny verse manufactured by the Mimamsi pandits 
in the Bhojaprabandha, भोजनं देहि राजेन्द्र घृतसूप्रसमन्वितम्‌ | * Give us, great king, food 
with butter and soup.” 

4. काव्यालापांश्च uH । See Mallinatha on RV. LL 


5. All large generalisations are dangerous, but we cannot refrain from 


mentioning what we consider to be a fundamental dichotomy that runs through 
Sanskrit literature. That which is trivial and which does not look beyond itself is 
contrasted with that which is significant and transcendental, Witness the hatred 
most philosophers have envinced for the cdrv@kas who stress the absence of any 
numinous experience in life, 
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the Kashmir Saivas thought of associating aesthetic experience with states of 
religious ecstasy, since the two have always been closely allied in India. 
Perhaps it was because the philosophical atmosphere of Kashmir Saivism 
was so saturated with literature : we have only to glance at any single page of 
the Yogavasistha to see how true this is. The most philosophic texts from 
this school bristle with terms taken from literature and literary criticism, 
just as conversely a work like the Dhvanyaloka is rich in philosophical impli- 
cations and learning. For the Kashmir Saivas generally, with their interest 
in Tantric ritual, sexual pleasure, indeed, aesthetic pleasure in general, was 
much less repugnant to them than it was to the Advaita tradition (though 
we must not exaggerate this either, for did not the orthodox tradition itself 
ascribe to Sankara the Amarusataka? ): 

What are the advantages that such a theory provides for Sanskrit 
literature? They are many. (l) Such a philosophical justification must 
have helped to explain to Abhinava himself the nature of his interest in 
Sanskrit kavya. If, as Kafka said, poetry should be a pick-axe to free the 
sea frozen within us, then most of Sanskrit poetry fails utterly. Most kavya 
cannot reach us in our most primitive minds the way that Proust, or 
Lawrence, or Joyce can. In reading through the Dhvanyaloka, one is struck 
by the disparity between the theory and the literature to which it is applied. 
The poems themselves do not represent values more universal than their time. 
But the refined and subtle theories which Anandavardhana employs, clearly 
do. Fora modern scholar, it is easier to view these principles sub specie 
aeternitatis than to do so with the literature which illustrates them. The 
doctrine, oddly enough, is not significant merely as cultural anthropology, 
whereas many of the poems can only interest us for reasons other than their 
literary appeal. Abhinava surprises us by ascribing the fault to us and not 
to the poetry. He could hardly have been unaware of this more or less un- 
spoken complaint of sensitive critics, that a certain amount of Sanskrit poetry 
was mere trivia. The criticism would apply equally to Sanskrit plays. If we 
demand of our best literature transcendence, then these works seem to fail us. 
But Abhinava, in order to prove the lack of sensitivity in such a view, uses 
a very new argument : he brings in the example of $antarasa. The one thing 
that Santarasa does that no other rasa can, is that it disturbs us. If we really 
believe the message that any successful play dealing with santarasa tells us, 
we hear what Rilke said was the final lesson of all great literature : “ You 
must change your life.” By powerful arguments, Abhinava attempts to show 
that this quality of transcendence, which we must admit in Santarasa ( though 
his critics of course did not), applies equally well to good literature. The 
greatest example, which Ananda was apparently the first critic in Sanskrit 


literature to notice, is the Mahabharata. Before Ananda nobody ever consider- 
un 
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ed the possibility of looking at a piece of literature as a unified whole, with 
a single dominant suggestive atmosphere, and certainly not something of such 
gigantic proportions as the Mahabharata. But both Ananda and following 
him, Abhinaya, insist on the overwhelming experience that reading the Maha- 
bharata provides. As unhappiness and doom succeed one another in a seem- 
ingly endless display of the vanity of this world; as we slowly become aware 
of the folly of trusting to the external world to bring happiness; as one after 
another the heroes of the epic whom we have come to know over volumes 
and volumes fade from existence and everything seems to dessicate and near 
jts end, the reader is invaded by a sense of doom, a sense of the uselessness of 
strife, and he is eventually instilled with a craving for tranquillity, for an end 
to human suffering and misery. If our reading is extensive enough, concen- 
trated enough, with no distractions from the outside world, then we can 
induce in ourselves a profound imaginative experience of tranquillity, Santarasa. 
The Mahabharata remains for Sanskrit literary crities the supreme example of 
this mood, this imaginative creation. It is not surprising that Ananda is at 
his most eloquent when he describes this experience in great detail in the 
fourth Uddyota of his Dhvanyaloka. The passage was clearly a powerful 
influence in Abhinava's theories. 


(2) If Abhinava was struck by the poverty of much Indian kavya 
( which, through a reinterpretation of its purpose, he felt need no longer be 
considered trivial ), he must have been equally disturbed by the lifeless quality 
of much Indian philosophy. By eschewing the real world, it often found it- 
self in the arid territory of the purely theoretic, with no tap-root leading into 
the rich soil of real life as it is lived by men and women in a real world. An 
English literary critic has recently berated this arid quality in surrealism : 
** .. reading surrealistic books, as in talking to hermits, one is often struck 
by the impoverishment of fantasy when not continually cross-pollinated by 
the external world. Paradoxically, fantasy isnot enriched, but etiolated by 
resolute subjectivism. ” !  Abhinava, by importing literary issues into 
philosophy, was able to provide philosophical thinking with a literary quality 
it previously lacked. Aesthetics now becomes a legitimate concern for the 
philosopher. 

(3) Abhinava discovered that great poems such as the Mahabharata, 
reach us beyond the conscious mind. One is reminded of Freud's great study 
of Leonardo, when he speaks of the effeminate forms of Leonardo's “ John 
the Baptist" and “ Bacchus” : “ They are beautiful youths of feminine 
delicacy and with effeminate forms; they do not cast their eyes down, but 


l. Miles Burrows, reviewing Surrealism and the Novel, by J, H, Mathews in 
the New Statesman, December, 22, )967, 
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gaze in mysterious triumph, as if they knew of a great achievement of happi- 
ness, about which silence must be kept. The familiar smile of fascination 
leads one to guess that it is a secret of love." ! 

(4) Abhinava was not only a philosopher, he was also an authority 
on Tantric ritual. The rites he practised, probably even before he became 
interested in literary theory, must have provided him with his first contact 
with the kind of play-activity that he later found once again in the theatre, 
Tt seems to us no accident that Abhinava was more fond of the theatre than 
of any other form of literature. By establishing the intimate connection 
between theatre and ritual (and thus by implication mythology as well), 
Abhinava foreshadowed certain modern theories, even though he was not 
followed in this brilliant insight by any of his successors. The ramifications 
are many, and Abhinava often draws them in scattered places throughout 
his works. He is fond of the comparison of life with a drama and the 
resultant sense of unreality this gives. Dreams come up again and again in 
his works. In his Tantraloka he speaks of man, the creator, as destroying 
the produce of his life, a dream. The external buildings, he says, are razed 
in the fire of his sudden awareness that he is Siva, the great destroyer. Then 
follows the purely joy-filled dance of Siva, the Tandava, that has no purpose 
other than to give expression to a sense of freedom and joy. On the other 
hand, one feels that Abhinava was not unaware of the enrichment that results 
from imaginative experiences. Even one's own childhood becomes an aesthe- 
tic object, something viewed with the dual detachment and involvement 
(hrdayanupravesa, or hrdayasamvada ) of the perfect spectator, the sahrdaya 
who is both moved and yet distanced from the object he contemplates, Has 
Abhinava in fact had an insight into the unconscious, and the value of imagi- 
native understanding which Freud stressed as being essential to any true 
‘freedom from our own childhood traumas ? 

(5) Abhinava is able to restore to poets an important place in the 
intellectual hierachy by showing their underlying philosophical seriousness. 
One thinks he would have approved of Andre Malraux's comment : “ Les 
grands artistes ne sont pas les transcripteurs du monde; ils en sont les rivaux. ” 
An advantage which might well pass unnoticed that Abhinava's system 
provides is the following : in Indian society, curiously enough, it was always 
thereligious mystic who has been considered the maverick, who has been 
allowed the eccentric freedom that in the West we tend to associate with 


l. 8. Freud, Leonardo, pp. I62-I63, Pelican Books, I963, 
2, See the very lovely verse from Vol. II of the Z'antráloka, p. 257, verse 286 : 
अनन्तचित्रसद्व भसंसारस्वभसद्मनः | 
Sia: शिव ware इत्युछासी garara: N 
For the dance image, see A, Bh, Vol, I, p. 2, 
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-poets. Edmund Wilson, in * The Wound and the Bow ११, documents the 
neurotic elements in many of the great poets of the nineteenth and 
twentieth century. The striking phrase of the title refers to the myth of 
Philoctetes, the Greek warrior who possessed a magic bow, but was forced 
to live in isolation on an island because of the insufferable odour that 
emanated from a suppurating wound on his ankle. Eventually his country- 
men had to call him back, in spite of their disgust, because of his un- 
erring weapon. Art extracts its own price. Of course in India the mystic was 
never both loathed and venerated, he was simply venerated. Nonetheless 
_already in the Upanisads we hear of the mystic as being similar to a child in 
„his unrestrained behaviour. The adjective sometimes applied to him is 
unmatta, mad. One thinks of the extraordinary passage in the Chandogya 
Upanisad dealing with Raikva of the cart, who dares to call King Janaka but 
a Sidra, and who finally agrees to teach him for the pretty face of his daughter. 
He received his name from where he lived, underneath a cart. This has not 
generally been true of the artist. The poet has always been far more integrat- 
ed into Indian society. India has not developed the sense of the loneliness 
_ of the writer, shunned by, and shunning, society, But Abhinava, by restor- 
ing to him his more important functions, also enables him to preserve his 
independence. It is now not only the mystic who opens himself to numinous 
experience. Is it significant that the only description of the poet as a man 
out of his ordinary senses that immediately comes to mind is from Uttuñgo- 
daya, Abhinava’s commentator, in his fourteenth century commentary on the 
Locana, the Kaumudi ? There he says of the poet : “ ... the poet wants to 
write poetry in order to instruct those of delicate minds, people who are for 
~ the most part similar to princes, in the means of attaining the four goals of 
life through aesthetic enjoyment. First, by the stream that is rasa, to be 
aesthetically enjoyed by the presentation of the vibhavas etc. that are at the 
root of the poem he wishes to make, his own heart which is like a great and 
immeasurably deep lake (of rasa) becomes filled, then he becomes as if 
possessed by a planet, as if mad, and finally he pours out his poetry, and 
turns the listener, the sensitive reader (sahrdaya), into the same (sort of 
madman as he has become). ”? But of course the artist is never in Sanskrit 


l. Of Abhinava’s Paramarthusdra, verse Tl: 
जड इव विचरेंद्रवादमत्ि 
(Silburn, le Parmarthasara, P. I. C. L, Paris, I957, p. 60). 

2. Kuppuswami Sastri’s edition of the Dhvanyüloka, p. I70: 

इदमत्र FGA AE सुकुमारमनसां राजकुमारप्रायाणाम्‌ आस्वादपुरस्कारेण चतुर्वगोपाय- 
व्युत्पच्तिसंपिपादयिषया काव्यं चिकीर्षुः , चिकौर्ष्यमाणकाव्यनिवन्थनी भूतविभावादियोजनास्वादर्नायरसासरृत- 
प्रवाहेण प्रथमं खयमेव परिपूरितगम्भौरतरनिजढृदयमदाहृदो भूत्वा अददविष्ट इवोन्मत्त इव काव्यं वहिः 
प्रसार्य श्रोदूणामपि सहृदयानामात्मसमानयोगक्षेमतां संपादयति । 
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society an alien figure. When we read of Abhinava ( see below ) sitting in a 
grape garden, a single golden earring hanging from his ear, surrounded by 
magicians and ‘women Yogins, playing on a lute with dutis by his side 
with cups of wine and lemons in their hands, this in no way makes him 
eccentric, at least to the Indian public. Even in the legend of his death, 
how he entered a cave with twelve hundred disciples and never returned, there 
is nothing “ asocial " to shock the Indian. 


(6) One corollary of his theories, though again it does not seem to have 
been realised either by Abhinava or by his successors, is that rasa becomes 
available not only to poetry and the theatre but to allliterature. Generally 
rasa is only possible in kavya or natya. But the Mahabharata is after all already 
an exception since it cannot be considered karya in the strict definition of the 
term, Yet both Ananda and Abhinava give it the careful literary attention 
it deserves. The claim was made by Kalhana at the beginning of his Ràja- 
tarangini that his work on history contains $antarasa : 

“ Considering how the life of creatures cracks after a few moments, 

one should understand ( why) Santarasa has been given the most impor- 
tant position in this work ( atra ). " ! 


It is all the more surprising then that Abhinava never thought of 
extending his theory to purely religious texts. After all the most obvious and 
in a sense the best examples of Santarasa are to be found in religious and 
philosophical literature, and not in belles lettres. The Upanisads, for example, 
would surely have provided Abhinava with his finest examples. Today we 
can consider the Upanisads to be among the finest examples of world *' litera- 
ture”, though no text on literary criticism in ancient India ever thought of 
quoting them or deriving support from any of their beautiful lines. As the 
rhetoricians define literature, the Upanisads do not qualify. Abhinava’s 
brilliant insight that what makes for literature is the quality of the sentiment 
and not adherence to formal rules, provided the opportunity for a re-definition 
that was curiously never taken advantage of. Even Jagannatha Panditaraja, 
who gives a more liberal definition of literature, does not depart from 
standard examples in his illustrations (indeed he even regresses in including 
only his own works, thus furthering the greatest single misfortune of Sanskrit 
literary criticism, the divorce between what actually was written and what 
was supposed to be written). No better example of Santarasa could be found 


l Rajatarangini, I. 23, 4 ( Viéva Bandhu’s edition, Hoshiarpur, 953): 
क्षणभङ्गिनि जन्तूनां स्फुरिते परिचिन्तिते । 
मुर्धाभिषेकः शान्तस्य रसस्यात्र विचार्यताम्‌ ॥ 
2, Rasagaigddhara, KM edition of 939, p. 4: 
रमणीयार्थप्रतिपादकः दाब्दः कान्यम्‌ | 


B XIV 


than the Pali Mahaparinibbanasutta, the sober, moving account of the death 
of the Buddha. Oreven such prosaic but haunting lines as that of King 
Janaka when his kingdom went up in flames : mithilayam pradiptayam na me 
kimcana daliyate—'* Nothing of mine is burned when Mithila is in flames." ! 

(7) Abhinava insists on the epiphany that poetry provides, on the 

sense of camatkara, of having our breath taken away. He compares it at one 
place’ to a wondrous flower that suddenly bursts into bloom. He is parti- 
cularly fond of a fine image in the Natyašastra : 

* The externalisation (bhava) of that emotion ( artha) which makes 
an appealto the heart is the source (udbhava) of rasa. The body it 
suffused by it, as dry wood is suffused by fire. " š 

(8 ) An advantage that Abhinava's philosophy provides for Sanskrit 

literary criticism is that there need be no disagreements over significant lite- 
rary experiences. Since the emotional experience in great literature is for 
Abhinava and later critics who follow him ( Mammata, Visvanatha, Jagan- 
natha, etc.) always the same, namely atmananda, “ the bliss of the self”, an 
insoluble problem for Western literature has been solved. The problem is 
that there is no guarantee that two spectators feel the same thing when view- 
ing a work of art. To say “it depresses me " or “it thrills me", or “it 
excites me ", is often a comment on the viewer's own state of mind and not 
on the work of art itself. Usually it is discovered in later conversation that 
the work of art has acted as a catalyst, releasing some emotion long consci- 
ously forgotten, dislodging it from its undercover. One might object that 
Abhinava too is no longer speaking about the work of art on its own, but 
about certain universal states of mind. This is true, but at least, if all literary 
critics accept that this is the true function of literature, namely to induce 
such a state of euphoria, then they have a common ground on which to argue 
whether a particular piece of literature has been successful or not. And in 
fact it is astonishing to note how great a concensus of opinion there is 
in Sanskrit literature over what is good. The concensus lasts over the 
centuries. There are few poets who have been considered great in the tradi- 
tion long ago, but now forgotten, If one looks through the names of poets 
that Abhinava constantly quotes, one is struck by how many of these are 
poets we still read and admire today, I000 years later. We are all aware how 


l. Mahabharata, XII. l78. Quoted by Sankara in his bhšsya on Brhada- 
ranyaka Up. I. 4. l5. 
9. Locana, p, 60, ( B. P. edition). 
3. NS. VII, 7, Vol. I, p. 348. Quoted also in the Locanu, p. 39, It is errone- 
ously ascribed by the editors of the ed. with Bulapriyd to Bhattanayaka, 
योऽर्थो हृदयसंवादी तस्य भावो रसोद्भवः | 
शरीर व्याप्यते तेन शुष्कं काष्ठमिवाग्निना ॥ 
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in the West even thirty years ago “ great poets" are now not much more 
than footnotes in college textbooks. Goethe is reported to have said that 
he found “ the Inferno abominable, the Purgatorio dubious and the Paradiso 
tiresome. " One thinks too of Donne, eclipsed for three centuries and only 
restored to honour through the critical efforts of T. S. Eliot. Such ups and 
g downs in Sanskrit literature are more or less impossible. (There are of 
course other reasons for this as well. ) 


| These are just some of the more general results of Abhinava’s theories. 
| The details will be found in the body of this work. We think it is clear that 

the way for later writers on poetics to expand on religious and philosophical 
| themes was provided by Abhinava. (Surely, for example, the Bengal 

Vaisnavas, especially the two Gosvamins, were inspired to their elaborate 
| theories by the climate Abhinava created). Abhinava’s final theory bears a 

remarkable similarity to what Aldous Huxley developed in his work “ The 
Doors of Perception ". H. Osborne writes of this work as follows: “ Finally 
it is sometimes asserted that works of art symbolize a metaphysical reality of 
which by our appreciative commerce with the work of art we become directly 
and immediately aware. This is a view which many modern artists have 
themselves alleged. In his essay “ The Doors of Perception ” Aldoux Huxley 
describes how under the influence of mescalin his ordinary perceptions were 
accompanied by an intense and inescapable feeling of revelation. He develops 
the theory that artistic vision in general has this revelatory character and that 
the works of art which artists create communicate to us imperfectly the 
revelation of ultimate reality which they have enjoyed. ‘ What the rest of us 
see only under the influence of mescalin °, he says, ‘ the artist is congenitally 
equipped to see all the time... .It is a knowledge of the intrinsic significance 
of every existent. For the artist as for the mescalin taker, draperies are living 
hieroglyphs that stand in some peculiarly expressive way for the unfathom- 
able mystery of pure being’. The statement that in the act of appreciating 
a beautiful work of art we have immediate intuitive awareness of ultimate or 
pure being, takes us outside the confines of aesthetics proper. As ‘ emotive’ 
descriptions of the artistic experience such affirmations are significant and 
must be treated with respect ”.! 


We have seen some of the advantages that Abhinava's philosophy 
provided for literary criticism, all of which derive from his brilliant insights 
into what lay behind imaginative experiences in literature. Let us now look 
far more briefly ( for they are less important) at some of the disadvantages. 
The chief danger, it seems to us, is the reductionism in his theories; how all 


l. “Aesthetics as a Branch of Philosophy" by Ruth Saw and Harold 
Osborne, p. 3l, in * Aesthetics in the Modern World”, London, I968, 
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literature becomes reduced to a single experience. A similar criticism has 
been made of Coleridge : “ Coleridge’s demand for unification and harmony 
entailed the conversion of the poetic into something other than the poetic, its 
subordination to philosophy and ultimately to religion ”.! Perhaps the reason, 
in Abhinava’s case, was that he was not himself a very good poet. He did 
of course write a good deal of poetry, but there are at the most three or four 
memorable verses in all of his work,’ and his poetry goes virtually unquoted 
in later critical literature. Perhaps he was prevented by his own intelligence 
from being direct and concrete. Had he been more of a poet, and more 
interested in the particular, would he have preached quite so reductionist a 
theory? There are of course advantages to this (a unified theory for one ) 
but it means forgetting what I. A. Richards has taught a generation of 
literary critics, namely that “ a poem does not stand for something else ”.* 
Abhinava's strength lay in ideas, in conceptual thinking. He was not himself 
an artist, and one cannot help being reminded of Eliots famous remark à 
propos Henry James, that he had a mind so fine that no idea could violate it! 
There isa sense in which Abhinava confuses art and life when he 
insists on the primacy of $antarasa. It is of course true that dramatists can 
be concerned with anything they like, including the experience underlying 
$antarasa; but the point is not one of theoretic possibilities, but of what 
actually succeeds in the theatre. Abhinava’s weakest point was that he did 
not really have any example of a great play in which Süntarasa was dominant, 
to lend credence to his theories. The Nagananda is the sole exception, and 
this could hardly be considered great literature. By seeing beyond literature 
to the universal experience that lies behind it, Abhinava is undermining the 
autonomy, the uniqueness of literary experience. He is in danger of turning 
literature into an icon, a representational object, an aid to devotion rather 
than an experience unique and precious for its own sake. “Art”, in C.S. 
Lewis’ fine phrase, “ must be received, not used ”. Religion is not, after all, 
the same thing as literature, unless we dilute the definition of these two terms 


l. Roy Park,“ Poetic Imagination in Coleridge and Kant”, British Journal 
of Aesthetics, Vol. 8, no, 4, Oct. 968, p. 343. 


9. Tho one really fine verse in the Locana is quoted under IIT, 30, p. 397 : 


डे सहसा स्पृशन्ती 


संविद्विलीयापि विलीयते में ॥ 
in which he puns very effectively in comparing sexual love and sdnia. 
3. Cf the verse he wrote on p. I27 of the Locana and the absurdly long and 
tortuous commentary he writes on it. 
4 Quoted by A. Alvarez, * The Phoenix and the Turtle” p. 5, in the work 
ed. by 7, Wain alrendy cited, 
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into harmlessness. The descriptions that Huxley gives of what he felt under 
mescalin are interesting pyschologically, but to claim that they are essentially 
literary is to forget the fact that great literature can never he unconscious and 
ephemeral, The efforts and pains of creation are conceptual, concrete and 
external. Dreaming is not, after all, making. That literature could point 
nowhere except to itself, must have somehow proved disquieting to Abhinava. 
He was too religious to allow that literature might be somehow “ useless ", 
a goal in itself. (Though rasa does involve surrender to the work of art, 
and Abhinava insists that one’s own self must be got out of the way before 
the work of art can truly be appreciated for its own sake.) It is significant 
in this respect that Abhinava shies away from the terms priti “ pleasure” 
and vinoda “ entertainment ", to express the purpose of poetry. He prefers 
the religious word ananda “ bliss”. By insisting on putting such significance 
into poetry Abhinava is in danger of making much of Sanskrit literature top- 
heavy; one is wary that it simply cannot bear the philosophical burden he 
places on it, One's mind is irreverently invaded by an image of Kalidasa 
sitting politely bored, listening to Abhinavagupta explain to him the deeper 
significance of his plays, his ears really attuned to the joyous shouts of the 
spring festival taking place outside. 
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E NTARASA 
PART I 


Abhinava's Philosophy of Aesthetics 


INFLUENCES 


Abhinava seems to us deeply concerned with four or five basic ideas : 
the relation of poetry to philosophy; the nature of suggestion; religious 
ecstasy ( and its bearing on literature); drama and poetry, and ritual and 
drama. The question that must have helped him to bring all these elements 
together is one still asked today: how is it that we “enjoy” literary situa- 
tions that are sad or tragic? He sought the answer to this basic question in 
extraordinary states of mind, in ecstatic experiences. Nobody denied these in 
poetry or in religious literature generally,’ but in drama their existence was 
still debated. Santarasa was not universally acknowledged as a legitimate 
element in drama. For Abhinava the question was not merely academic, for 
if he were not able to provide convincing arguments in its favour, he could 
hardly justify his interest in drama. Moreover he had no examples of a play 
in which $antarasa played an important part, with the single exception of the 
Nagananda, largely a Buddhist drama, and of questionable literary excellence. 
By synthesising all of his pre-occupations into one system, a theoretical justi- 
fication for $antarasa could be made, with the ultimate result that the type of 
otherworldly or transcendental experience which the spectator undergoes 
during SR ( šantarasa ) would be basic to all aesthetic experience. Such a 
system was not to be found ready-made. But Abhinava was able to take 
what he needed from different sources: from the Dhwanyaloka he took his 
theory of suggestion; from Bharata he took the starting point of his ideas on 
rasa and drama; from speculation on SR and from Kashmir Saivism and 
Tantric works he took ideas on the relation of religious ecstasy to literature. 
The final end product was his theory of rasa in which he combines philosophy 
and poetics. There are, therefore, four major influences in his theories: 
poetics, philosophy, speculation on SR and ritual. 


Before examining these influences more closely, we must note that 
while open to all of them, Abhinava had an extremely independent mind. 


l. Since a great and undisputed literature already existed along these lines. 
One has only to think of Bhartrhari's VairdyyaSataka, 
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Not only is he not afraid to disagree with his own teachers, he is even able 
to disregard the great texts of the tradition: “ We don’t care in the least if it 
is described in this way in the Ramayana itself. In fact, it might be described 
in the Veda itself, and we won't be stifled by this fact "3? There are very 
few ideas which did not “ suffer a sea-change" when immersed into the 
depths of Abhinava’s mind. On the other hand, he belonged to a tradition 
in which a careful grounding in the past was de rigeur, and it is not surpris- 
ing to find that he has been greatly influenced by a large number of writers. 
To consider this plagiarism? is as absurd as demanding that Coleridge (like 
Lowell in “ The Road to Xanadu” ) footnote all his allusions and quotations ! 
Abhinava has a very fine verse in the Abhinavabharati,. right after giving 
elaborate expositions of his predecessors’ views on rasa, in which he justifies 
his urge to proceed further : 250 


< When intellectual curiosity (dhih ) climbs higher and higher and sees 
the truth ( arthatattva ) without getting tired, this is because of the ladders of 
thought built by earlier writers ".* 9i 


Poetic INFLUENCES 


Abhinava was of course familiar with all the works on poetics extant 
at the time of his writing (many of which are no longer available). He is 
particularly fond of Bhamaha, whom he often quotes in the Locana. 


l. On p.3l4, A. Bh, Vol. I, Abhinava seems to disagree with Bharata con- 
corning the definition of hdsya, Note Kane, H.S. P., p. 55. “On p. 436 (of the 
B. 0. R. I, copy) Abhinava appears to differ from him ( Utpaladeva, the author of the 
Pratyabhijüá, Abhinava's teacher's teacher ) उत्पलदेवपादास्त्वस्मत्परमगुरवो व्याचक्षते ...... 
बयं तु मन्महे | 

2, A, Bh. Vol. HL, p. 74: "54:0 

रामायणेऽपि तथा वर्णितमिति चेत्किमतः | वेदेऽपि तथा वर्ण्यतां न वयमतो विभीमः | 

3, Ananda has some very perceptive remarks on plagiarism in the fourth 
Uddyota of the D. Al., stanzas Ji-lIT. lt seems to us possible that he was influenced 
by Gaüdavaho. We think in part icular of verse 66 of Vakpatira a’s, which is identi- 
cal in sentiment with the Prakrit verse that Ananda quotes on p. 527. Verses-85 and 
86 of the Gaüdavaho also prefigure several of the ideas in the fourth Uddyota. 
There seems no reason for questioning the date of 700 A. D. ( Pandit, p. 0. of his «éd, 
of the Gaüdavaho ) and it is therefore perfectly possible that Ananda knew the work, 
Rijasekhara, who knew Ananda by name (seo p. I6 of the Kavyamimamsé ) syste- 
matisód Ananda’s views on plagiary. See AM, p. 62. : 


4 A. Bh,, l, p. 278. Also Gnoli, op. cit. p. I2: 


वैमारुद्य यदर्थतत्त्वं 
थीं: पश्यति श्रान्तिमवेदयन्ती | 
फळं तदायैः परिकल्पितानां 
विवेकसोपानपरम्पराणाम्‌ ॥ 
The verse is quoted by Uttungodaya in his Kaumudi, p. I02 with some variation, 
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Udbhata,! Vamana and Dandin all of whom Abhinava quotes, do not seem to 
have provided him with any of his major doctrines. Bharata's Natyasastra was 
of course a major influence or rather stimulus, to his ideas on rasa.” Much of 
hiş technical terminology. derives directly from the NŠ, as well as several more 
advanced ideas. All this is well-known so there is no need for us to provide 
illustrations. There is one ** influence ",.however, which seems to us to have 
been overlooked. This is Asvaghosa's Saundarananda. There is of course 
no way,of knowing whether Abhinava knew this work or not? However, 
in the light of his pre-occupation with SR, and of his good knowledge of 
Buddhism generally, there seems no real reason why he should not. More- 
over, there seems some evidence, in the form of certain striking similarities, 
which suggests that he did know this remarkable poet. The dominant rasa in 
both the Buddhacarita and the Saundarananda ( and most probably the dramas* 
äs well, to judge from the meagre fragments pieced together by, Lüders) is 


| E. g. Udbhaia’s ost Bhamakavicarana (see p. 08, K. Sastri’s ed.), 
Recently Professor Gnoli has published * Udbhata's commentary on the Karydlankara 
of Bhàmaha ?, JSM £O, Rome, 962, editing the. fragments found at Kifirkoth which 
he identifies with the commentary on the Kangülankara, If Gnoli is correct, frag- 
thent number 0 (p. 7-8), which deals with the Locana pa should have been 
(without tlie pratika ) between wbhidhdnarthak and &abdündm abhidhanam, But there 
ading. Therefore, if we are to retain Gnoli's theory, 


is no room in the MS for such a 
this will have to have occurred in the second half of line 2 of fragment I0. The only 
problem is that there does not seem, if we hav 


3 correctly understood the accompanying 
photographs of the manuscripts, any room for this passage in the fragment in question, 
should be repeated, 
nor can we seen an) ication for the second member of a compound being explained 
before the first memb It is true that the author of these fragments aecepted 
abhidhdertti and guaarrti as $rbdavyápüras, but why must we assume-that the 
person holding such a view is Udbhata + 


There seems to us no good reason why the pratika, abhidhGnarthah 
st 


2: E.g. NS, vol. I, p. 272, G. O. 8. ed. : 

न हि रसादृते कश्चिदर्थः प्रवतंते; the definition of rasa: p. 288, रस इति कः पदार्थः 2 
उच्यते - आस्वाद्यत्वात्‌; VI. 38 (p. 204); p.299: स्थायिभावांश्च रसत्वमुपनेष्याम: . 

3. There is no quotation from A$vaghosa in any of Abhina 
quotations from Asvaghosa in the antholog 
are not found in any of his extant works, Rajasekhara ( KM, p.l8) quotes a verse 
from the Buddhacarita (VII, 25), but this is not ascribed by him to anybody, 
Similarly the Bhojaprabandha takes over BO IV. 59. Neither of these passages is 
suflicient evidence to say that the author actually knew Asvaghoga's work, since the 
quotations could have come down though the work be lost. Note that BO VIII. 25 is 
similar to Raghuvaméa IIL I5, but the whole problem of Kālidāsas borrowing from 
A, is not settled. On the whole, we are inclined to think that Kālidāsa did know 
ASvaghosa, and was influenced by him. Johnston (op. cit, Int. to the English Tr, of 
the BC, p. LXXIL) thinks that Dandin, AD, IL 44 has BC IV 33 in mind, and that 
Bhamaha, in criticising ajihladat ( used in S. IL 30) may be referring to Aévaghosa, 


१8 works, The 
es (seo Kavindravacanasamnecaya, p. 29 ) 


: 4 The fragments from the three dramas were edited by H, Liiders, “ Bruchs 
stücke Buddhistischer Dramen ", Berlin, I9ll, and Philologica Indica Göttingen, I940, 
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Santa. The words Sama and Santi occur constantly in both works.’ Further, 
at the end of Saundarananda? there are two remarkable verses which might 
well have influenced Abhinava : 

** And so this work, whose essence is liberation, ( was written ) so that 
people might obtain peace of mind, and not for amusement (rataye). I 
have written it in the form of a poem in order to engage the minds of 
readers interested ( primarily) in other things ( and not in liberation). The 
fact that I have dealt with things other than liberation is because of (the 
book's ) poetic nature, and in order that it might appeal to the hearts of 
readers, just as a bitter medicine is mixed with honey in order to induce the 
patient to drink it”. 


Abhinava has used this very simile of medicine and honey in the 
Locana. Moreover, he insists, time and again, that poetry is more gentle 
than $astra (which can be loosely translated as “ philosophy”), but that it 
leads to similar results. The last verse of the work is no less important : 

“ Since men are, for the most part, engrossed in sensual pleasures, and 
totally disinterested in moksa, I have said in this work, under the ( sweet ) dis- 
guise of poetry, that moksa is the highest (truth). Knowing this, (the 
reader ) should with attentive mind ( avahitam ) accept from the poem that 
which leads to peace, and not (only) that which is pleasant. For gold is 
surely separated from mineral dust-particles ”.* 


If we suppose that Abhinava did know this poem, how do we explain 
the fact that he did not use Asvaghosa's works, seeing that he could certainly 


l. E.g. Saundarananda VIL 22; VIIL 56; XI, 5; XI, 33-34; XV, 49, a lovely 
verse that could be engraved on the tombstone of the twentieth century. 


2, Note that in Saundarananda, XIV. 50, ASvaghosa uses the expression 
áamasukharasa ! But there is no evidence, aside from the dubious expression rasantara 
at BC VIL 5], that he knew either the VS or the rasa theory. 


3. Saundarananda, XVIII, 63: 
za व्युपशान्तये न रतये मोक्षार्थगर्भा कृतिः 
श्रोवृणां ग्रहणार्थमन्यमनसां काव्योपचारात्‌ कृता | 
यन्मोक्षात्कृतमन्यदत्र हि मया तत्काव्यधर्मात्कृतं 
पाठुं तिक्तमिवौषधं मधुयुतं हृद्यं कथं स्यादिति ॥ 
4. S. XVIIL 64: 
प्रायेणालोक्य लोकं विषयरतिपरं मोक्षात्मतिहतं 
काव्यव्याजेन तत्त्वं कथितमिह मया मोक्षः परमिति | 
agg शामिकं यत्तदवहितमितो ग्राह्य न ललित 
पांसुभ्यो धातुजेभ्यो नियतमुपकरं चामीकरमिति ॥ 
According to Johnston ( p. 64, notos) the word upakaram is hapax since it 


occurs nowhere else in the literature, Perhaps like upakāra ib means something like 
“useful”, * valuable ", 
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have argued with perfect justification that they are all good examples of SR? 
We think there is a plausible reason : although there are passages of real Santa 
poetry,’ nonetheless on the whole Asvaghosa’s position is directly opposed 
to the enjoyment of poetry for its own sake (a position Abhinava defends, 
see below). The whole of his work ( even the Saundarananda ) can be seen 
asa tract against just such frivolous activities as reading poetry and watching 
plays! Sama is seen therein to be opposed to literary enjoyment, which 
after all implies a certain delight in the senses. Both Abhinava and Ananda 
(see below), extol the great variety of this world. Two other, less probable 
reasons, suggest themselves : (L) Asvaghosa was after all a Buddhist, and to 
quote him with approbation might have seemed odd. (2) In the verses quoted 
below there is real poetry. But there is a great difference between being 
told something, and actually experiencing it(a problem which Abhinava 
and Ananda are greatly concerned with, under the name of svasabdanivedi- 
tatva). Preachers inform us; only poets invite us to experience. Asva- 
ghosa is more often than not a preacher. Thus, the same ideas from the 
fine verses quoted in the notes are repeated time and again, especially 
in chapter XIV. But they make no impression, for they are merely bald 
statements — ideas rather than poems. As George Boas puts it, bluntly, in 
a lecture on philosophy and poetry: “.... the ideas in poetry are usually 
stale and often false, and no one older than sixteen would find it worth his 


l. Saundarananda, XV, 32: 
अतीतेऽध्वानि संबृत्त: स्वजनो हि जनस्तव । 
अप्राप्ते चाध्वानि जनः स्वजनस्ते भविष्यति ॥ 


* Further back on this long path those closest to you were strangers, and as 
you walk further into the future those who are now strangers will become close to you.” 


8. XV, 33: 
विहगानां यथा सायं तत्र तत्र समागमः | 
जातौ जातौ तथा इलेषो जनस्य स्वजनस्य च ॥ 


* Just as in the evening birds gather together in small groups, so also in 
various lives do people come together with their relatives, ” 


S. ५४, 34: 
प्रतिश्रयं बहुविधं संश्रयन्ति यथाध्वगाः । 
प्रतियान्ति पुनस्यक्त्वा तद्वज्ज्ञातिसमागमः ॥ 


¢ Just as travellers meet for a few moments at various resting places along the 
road and then separate, so also does one come together with those one loves ( only for 
a moment, )” 


In the next verse such meetings are compared to a fistful of sand, held together 
only by the hand : válukámustivaj jagat. Cf. MBh. XII. 28,36 : 
यथा काष्ठं च काष्ठं च समेयातां महोदधौ । 
समेत्य च व्यपेयातां तद्वद्भूतसमागमः ॥ 
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| while to read poetry merely for what it says * On the other hand, the real 


poetry of the Saundarananda becomes ** part-of the furniture of the mind", 
and nobody who has read the fine verses from XV, 32-30 is likely! to forget 
them. ‘But such verses are rare, and Abhinava may well have classified * the 
Whole poem as “ didactic ”, thus dismissing it from serious literary considera- 
tion, for the philosophical passages are of interest to the believer and to the 
scholar, but not to the sahrdaya. But this is mere speculation. E T 


With Ananavardhana, however, we pass into the realm of certainty. 
| The influence of the Dhvanyaloka on Abhinava cannot be exaggerated: 7 We 
] čan safely say that the two greatest works in Indian literary criticism arè the 
| Dhvanyaloka and Abhinava's commentary on it, the Locana. There are few 

ideas in the D. Al. which Abhinava has not assimilated, ‘often by dealing With 

them in a more subtle manner. Those ideas however for which he owes less 

+o Ananda, will be dealt with in the section on Abhinava himself.’ Here. we 

should like to call-attention to certain key terms, which stand for important 

concepts, from the D. Al. which might escape the notice of a hurried reader. 

These are the terms which seem to us most important to Abhinaya’s theo- 
we should remember what dhvani is not. There:tis 
nothing imprecise, or Vague about dhvani, as. many Western. writers have 
étroneously supposed, misled by the connotations of the word: “® suggestive” 
in English. The concept is not a subjective one. There is nothing ineffable 
about dhvani. It is important to realise this. Ananda in fact spends a good 
deal of energy in refuting the anakhyeyavadins, those who claim that, if 
t all, it is beyond the realm of speech.” Both vastudhvani 
| and alankaradhvani can be paraphrased, without losing their status as 
poetry ( though of course they are no longer cases of dhyani by definition ), 
but rasadhvani cannot. In fact, if we were to state what is the single most 


feature of rasadhvani, we would say that it is the 


|| 
I important characteristic f 
|. inability to lend itself to paraphrase. The reason this is so has to do with | 


ries. Before doing so, 


suggestion exists a 


l. G. Boas, “ Philosophy and Poetry ”, Wheaton College, Mass, I932, p. 9. 


2, The position of the anakhyeyavadins is given at t he beginning of the D. 


Al, p. 33 ( B. ed. ) : केचित्पुनलैक्षणकरंणशालीनबुद्धयो ध्वनेस्तत्त्वं गिरामंगोचरं सहृदयहृदयसंवेद्यमेव 
« Some whose minds shied away from attémpting a definition declared 
that the truth of ahrani lay outside thé realm of speech, and could only be internally 
realised by a sensitive reader. * Ananda replies to this at the very end of the first 
Uddyota (after K. 22). Again at the end of the third Uddyota, Ananda bómes back 
to their views, informing us that t he Buddhists claim that all things are beyond defi- 

is themselves never reply to the andkhgeyd- 


nition ( p. 59, B. ed.). Note that the kd 
In the third Uddyota ( p. 403, and algo p. 5IT=5IS) Ananda, perhaps borrowing 


apadiya I, 35, says that only a jeweller ean reeo 


समाख्यातेवन्तः | 


vada, 
from Vaky 
and whether they are genuine or sy nthetie ). 


gnise the true value of gems 


ABHINAVA'S PHILOSOPHY OF AESTHETICS 7 


Ananda’s theory of the different functions that words fulfill in literature. We 
will deal with this only briefly, for while it is essential to Abhinava, it is an 
area about which the reader can find reliable information with no great diffi- 
culty. In essence it is this : Ananda inherited from older works, two 
functions of words, abhidha and laksama. Abhidha is denotation, the literal 
meaning of any utterance. Laksana is more complex ( it has often been mis- 
understood ), but can be translated as secondary usage, including metaphori- 
cal usage. The time-honoured example, unfortunately not so simple to under- 
stand as has been thought, is : gamgayam ghosah, literally : “ In the Ganges 
is a village of cow-herders." If this sounds absurd in English so does it in 
Sanskrit, for the locative is not normally used in the sense of proximity. By 
“ in the Ganges " is therefore meant “ near the Ganges ”, i. e. “ on the banks 
of the Ganges". This meaning ( known as the /aksyartha, as opposed to the 
abhidheyartha ) is reached through laksana. Until the time of Ananda, these 
were the only two functions (apart from tatparya with which we are not 
concerned here) which writers, either on literature or philosophy, recognised. 
Anandavardhana revolutionised the field of poetics by adding a third func- 
tion, hitherto completely unsuspected : vyañjanā or “ suggestiveness ". This 
$abdavyapara or “linguistic function” is active in all the three types of 
suggestion mentioned above. Both Ananda and Abhinava spend a great deal 
of time justifying this function and defending it against detractors. They 
did this so successfull that, after one or two major critics ( Kuntaka and 
Mahimabhatta ), this function was universally acknowledged, and one finds 
no major work written after the eleventh century in which the author does 
not use it as an important element in his own theories on literature. To our 
mind, Abhinava's major contribution to this doctrine was to show that rasa 
is not niyata, i. e. “ necessary”, thus differing from arthapatti (presumption, 
as used by Mukulabhatta in the Abhidhivrttimatrka) and from anumana, 
which are logical processes, Direct statements “ produce ” results. Thus the 
phrase putras te jatah,* “A son has been born to you”, “ produces” delight. 
This is not the case with aesthetic delight, which, according to Ananda and 
Abhinava, can only be “suggested”. But there are a great many other 
ideas in the D. A/. not nearly so well-known, which must have exercised a 
certain fascination for Abhinava, as they still do for us, one thousand years 
later. The most important of these ( and certainly the least recognised by 
modern writers) goes by the name of svasabdaniveditatva. It is closely relat- 


l. See the excellent chapter on metaphor in K. Kujunni Raja, Indian Theo- 
ries of Meaning, Madras, I963. 


2. Abhinava has a long defence in the Locana, p. 55-70 ( B. ed. ). The very 
long commentary ( p. 40-457 ) in the D. A/., third Uddyota, also is concerned with this, 
3. Locana, p. 79, 80, 83, 
Iv 


B8 शान्तरस 


ed to the idea of vyanjana. Can an emotion be conjured up by simply nam- 
ing it?! When an author attempts to charge a situation with sensuality, for 
example, is it sufficient for a man to say to a woman : “ I want to sleep with 
you”? If a character says to someone : “ I love you ”,2 this may or may 
not be the case, but as readers of literature we demand proof, and the only 
proof relevant to literature is the actual suggestion of the emotion in the work, 
Simple profession is not enough. Surely the great fault of Thomas Mann’s 
* Magic Mountain" is that while the first half of the book successfully 
creates the atmosphere of a sanatorium removed from the preoccupations of 
ordinary existence, the second half, in which Mann deals with philosophical 
and political ideas, fails to come to life. It is too intellectualised, too explicit- 
Mann seems to be writing essays, not literature. Settembrini’s long dis- 
courses only arouse impatience to get on to the real fictional elements of the 
work. Ananda saw this clearly ( is he perhaps the first recorded literary 
critic to do so?): “In a poem in which there is no description of the 
vibhavas, etc., but a simple use of the word “love”, etc., how can there 
possibly be the slightest imaginative experience (on the part of the reader)? ” 8 
Abhinava was deeply impressed by this doctrine, as he tells us in the A. Bh. : 
* Jt has been shown by the author of the dhvani (-aloka) and others, that rasas, 
etc., are never conveyed by the mere naming of the emotion (to be suggest- 
ed). This can be ascertained from my exposition called the Locana on the 
Sahrdayaloka.” * It is this doctrine that has led Ananda to emphasise the 
extreme importance of the suggested element ( vyangyartha ) in literature, over 
and above the explicit element ( vacyartha). The whole first Uddyota of the 
D. Al. is devoted to establishing the existence of this suggested element, and 
to underlining its supreme place in poetry. At times, in fact, this seems 
excessive, for it often leads Ananda to give critical acclaim to a poem that 
we should judge less satisfactory? and to deride a poem that we should 


l Note what Abhinava says in the Locana, p. 5l, that rasa is“ never even 
ina dream svasabdavacys,” स्वप्नेऽपि न स्वशब्दवाच्यः | 
2, There is a whole class of literature devoted to saying this same thing, on 


the part of women, by suggestion, They are always, as in D. Al. p. 7l, cases of 
vastudhvant. 

3, D. 47. p. 88: न हि केवलशज्ञारादिशब्दमात्रभाजि विभावादिप्रतिपादनराहिते काव्ये 
मनागपि रसवत्त्वप्रतातिरास्त | 

4, 4. Bh, ४०. I, p.343: स्वशब्दानभिधेयत्वं हि रसादीनां ध्वनिकारादिभिद॑शितम्‌ | 
तञ्च मदीयादेव तद्विवरणात्‌ सह्ृदयालोकलोचनादवधारणायम्‌ | The only names that Abhinava 
uses for the D. Al. are kávyáloka ( “ light on poetry ") and sah rdayüloka ( * light for 
the sensitive render”). The name dhvanyaloka is thus actually a misnomer, 

5, We think of the verse: सुवर्णपुष्पां qadi चिन्वन्ति पुरुषास्त्रयः | etc, given on 
p. 3१37 of the D, Al, as an example of avivaksitavacyadhvanti, and which is surely 

( Continued on next page 
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prefer aesthetically, on the simple grounds that one contains suggestion and 
the other lacks it. But as Ananda was the very first critic in literary history 
to have perceived the existence of the suggested sense, we must not complain 
if he is carried away by enthusiasm at his discovery.! There is however one 
place in the D. Al. where Ananda makes a very significant concession which 
has been for the most part overlooked by the later tradition : in the first 
Uddyota of the D. Al. he says that an emotional evocation can be “ directly 
and explicitly stated " if this statement is merely a recapitulation ( anuvada) 
of what has already been suggested.” 

A doctrine which Ananda never developed into a specific theory, but 
which is nonetheless discernible from various passages and their underlying 
assumptions in the D. Al. is the autonomy of literary experience. A poem 
creates its own world, and must be consistent only with itself. It owes only 
token allegiance to the outside world. The values of life are not necessarily 
the values of literature. Ananda says, very explicitly, in an important passage 
in the third Uddyota, that questions of truth and falsity simply do not apply 
to imaginative literature : 

“Tn the field of poetry where we perceive suggested elements, truth 
| satya) and falsity (asatya) are pointless. To examine (literature) through 
(the usual) valid means of cognition would simply lead to ridicule. ” a 


The criteria by which we judge literature, he explains, are not those 
which we apply in our everyday life. This theory culminates in the famous 
doctrine of aucitya, literally “ propriety ”. He develops this concept at very 
great length in the third Uddyota, and culminates by saying : 

“ Except for impropriety, there is no other source of harming rasa. 
The highest secret ( upanisad) of rasa is following well-known (canons) of 
propriety. "* 


Continued from previous page ) " 
inferior, as literature, to the verse quoted on p. ll4: 
अनुरागवती संध्या दिवसस्तत्पुरःसरः | 
अहो दैवगतिः कौदूकू तथापि न समागम: ॥ 
which is only an example of gunibhütavyangya. 
l. A criticism levelled by his detractors in an amusing line in the D. Al., 
p. 25: ध्वनिर्ध्वनिरिति यदेतदलीकसहदयत्वमावनामुकुलितलोचनैनूलते तत्र हेतुं [qu 
2. D. Al. p. 8। : स्वशब्देन सा (namely रसप्रतीतिः) केवलमनूद्यते, न तु तत्कृता | 
3. D. Al. p. 455 : काव्यविषये च aR सल्यासत्यानैरूपणस्याप्रयोजकत्वमेवोते तत्र 
'प्रमाणान्तरव्यापारपरीक्षोपहयासायेव सम्पद्यते । 
4. D, Al. p. 330: 
अनौचित्याइते नान्यद्रसभङ्गस्य कारणम्‌ | 
प्रसिद्यौचित्यवन्धस्तु रसस्योपनिषत्परा ॥ 
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What Ananda means by aucitya is not however what we associate 
with the word “proper”. Space does not permit us to go into the issue 


‘here, but at least one application of the theory, of great relevance to modern 


literature, should be briefly touched upon. This is the question of obscenity. 
The problem centres around the very beautiful eighth chapter of the Kumara- 
sambhava in which Kalidasa describes the love-making of Siva and Parvati. 
Now Ananda points out that this is tantamount to describing the love-mak- 
ing of one’s own parents,” since Siva and Parvati are considered in mytho- 
logy to be the father and mother of the world. Ananda, from the same 
passage, leaves us in no doubt that the passage is “ obscene ” ( asabhya ). 
But this does not mean either that it should be censored ( a question Ananda 
never even considered, for it would be considered hubris to do more than 
make literary judgments; an actual “ judge”, deciding what people should or 
should not read, would be distasteful and indeed unthinkable in ancient 
India, as hopefully it is coming to seem to us today ) or that it is not great 
literature. The description may be obscene ( asabhya ) but it is not vulgar 
( gràmya ), i. e. it may offend some people's notion of propriety, but it is not 
on that account unrefined or without value. The reason, Ananda tells us, is 
the literary skill with which the description is made. Kalidasa was a consum- 
mate artist, and this is all that need concern the literary critic. Questions of 
morality are simply absurd. (Though one might sympathise, partially, with 
Kenneth Tynan when he pleads that he should be allowed to criticise a play 
of Ionesco on moral grounds : “ If a man tells me something which I believe 
to be an untruth, am I forbidden to do more than congratulate him on the 
brilliance of his lying?” *) Here is Ananda’s remarkable passage : “ How 
is it that in such cases sensitive critics do not find the subject-matter utterly 
lacking in literary beauty (carutva)? It is because (what would ordinarily 
be considered a blemish ) is cancelled out (lit. concealed-tirohita ) by artistic 
genius (kavigakti). For there are two kinds of blemishes ( dosa ) : () that 
due to the lack of intellectual refinement ( avyutpatti ) on the part of the poet, 
and (2) that due to the absence of genius ( Sakti). Now the fault that is 
due to a lack of intellectual refinement can sometimes be passed over by 
grace of (the poet's inborn ) genius. Buta fault due to lack of genius will 
very quickly obtrude itself (on the attention of the reader) ... And so for 
example, great poets can describe the well-known sexual love, etc., among 
the very highest gods, and although they are improper, nonetheless, due to 


l. See Raghavan, “Some Concepts of the Alankara Sastra "^, * Aucitya ", 
p. I94-257, Madras, 942. 

2, D. Al. p. 332: तत्‌ पित्रोः संभोगवर्णनमिव | 

3, D. Al. p. 332: सुतरामसभ्यम्‌ | 

4, See the London Observer for the week of June 5, 968, 


| 


x 
| 
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the saving power of their genius, such descriptions do not strike us as (at 


all) vulgar, An example is the description of the love-makiug of Parvati 


(and Siva) in the Kumarasambhava. ”* 


Another seminal idea of importance for Abhinava's later theories was 
the critical equipment necessary to appreciate this “ suggested sense ". Karika 
7 of the first Uddyota, has this remarkable verse : 

“ ( The suggested sense) cannot be known merely through lexicography 
or through grammar. Only those concerned with the very essence of poetry 
have access to it. ” 2 

Here the author of the Karikas is criticising what was until his time 
the very staple of the literary critic : technical knowledge. Reading through 
the works written before the D. Al., one is struck by the extraordinary percep- 
tion of this remark, Dandin, Vàmana, Udbhata and Bhamaha are unbend- 
ing in their concern with the technicalities of the language, with metre, with 
grammar, and, especially, with figures of speech. One is reminded of the 
situation today, where the battle still continues between the “ academics ” 
who insist on the importance, for understanding a work, of peripheral know- 
ledge, and the “ new " critics (a term Ananda uses of his school) who insist 
on the autonomy and self-sufficiency of the poem, The difference, of course, 
is that it could be taken for granted that anybody in ancient India who was 
interested in Sanskrit poetry automatically came armed with elaborate train- 
ing in purely formal disciplines : grammar, prosody, logic. But Ananda 
was the first to demand that another element be introduced : literary sensiti- 
vity. He was concerned with essentials, with the aesthetic impact of the work 
of art. This was revolutionary, but in a sense it never had the impact on 
later critical writers that one would expect it to have. The one great critic 
to assimilate this principle into his own literary criticism is Abhinava him- 
self. For only Ananda and Abhinava concerned themselves with wider 
issues of literary criticism. Thus in the fourth Uddyota* of the D. Al. 

l. D. Al. p. आ6-87 : 
कथमचारुत्वं तादृशे विषये सहृदयानां नावभातीति चेत्‌, कविशक्तितिरोहितत्वात्‌ । द्विविधो 
हि दोषः - कवेरव्युत्पत्तिकृतो 5शक्तिक्ृत श्व | तत्राव्युत्पत्तिकृतों दोष: शक्तितिरस्क्ृतत्वात्कदाचिन्न लक्ष्यते । 


यस्त्वशक्तिकृतो दोषः स झटिते प्रतीयते ... ... ... तथा हि महाकवीनामप्युत्तमदेवताविषयप्रसिद्धसंभोग- 
शुङ्गारनिबन्धनादनौचिल्यं शक्तितिरस्कृतत्वात्‌ ग्राम्यत्वेन न प्रतिभासते। यथा कुमारसंभवे देवीसंभोगः 
वर्णनम्‌ । 


2. D. Al. p. 93: 
शब्दार्थशासनज्ञानमात्रेणैव न वेथते | 
वेद्यते स तु काव्यार्थतत्त्वज्ञैरैव केवलम्‌ ॥ 

3. See “Grammaire et Poétique en Sanskrit" by L. Renou, Études Vediques 
et Püniniennes, Tome VIII, Publications de l'Institut de Civilisation Indienne 
Paris, I96], 

4, D. Al, p. 529. 
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Ananda judges both the Ramayana and the Mahabharata as whole works of 
literature. 

Later authors were content to simply enumerate once again the various 
technical factors in a given poem. Abhinava of course carried on the 
tradition of Ananda by focusing on fundamental questions of the philosophy 
of aesthetics. Though he was followed in this by all later writers, he was 
the last to make any contribution to the field. What he had to say was new 
and intellectually daring. Later writers simply repeat his ideas, usually in a 
simplified form. But it seems to us very likely that Abhinava was encourag- 
ed to take this wider view because of the example that Ananda set for him. 

Another idea which Abhinava must have first assimilated from Ananda 
is the extraordinary importance ascribed to the poet. Not importance in the 
worldly sense of the term, but his autonomy, his ability to create new worlds. 
This too was an idea barely foreshadowed in earlier criticism. Ananda states 
his position in two very exceptional verses, which have impressed themselves 
on the imagination of all later writers : 

«Jn the shoreless world of poetry, the poet is the unique creator. 
Everything becomes transformed into the way he envisions it. 

If the poet is emotionally moved (lit. “ in love 2) in his poems, then 
the whole world is infused with rasa. But if he be without an interest in the 
senses ( vitaraga ), then everything will become dry ( nirasa )."* 


l. D. Al. p. 498: 
अपारे काव्यसंसारे कविरेकः प्रजापतिः | 
यथास रोचते विश्वं तथेदं परिवर्तते ॥ 
झुङ्गारी Sala: काव्ये जाते रसमयं जगत्‌ | 
स एव वौतरागश्चेन्नीरसं सर्वमेव तत्‌ ॥ 

These verses are quoted in the Agnipurāna 339, I0-ll, Anandáérama ed, 
Abhinava explicity states that these verses are by Ananda in the A. Bh, Vol, J, p. 295 + 

तत एवोक्तम्‌- SERT चेत्कविः ? इत्याद्यानन्दवर्धनाचार्येण | 

So there can be no doubt that the Agnipurina has borrowed the verses from 
Ananda and not vice versa. 

Note also the fine verse quoted immediately after these two : 

भावानचेतनानपि चेतनवचेतनानचेतनवत्‌ | 
व्यवहारयति यथेष्टं सुकविः काव्ये स्वतन्त्रतया ॥ 

“ A great poet, at his own will, causes even inanimate objects to behave as if 
they were animate objects and animate objects to behave as if they were inanimate”, 

Note that Abhinava ( p. 499 ) takes Srigara in the second stanza to be an 
upalaksana for all the other rasas. 

We should not interpret vitardga to mean vairügyavat and take it to be a 
covert reference to $antavasa. For if this were so, nirasam would make no sense even 
in its punned meaning. Vitavüga bere simply means a poet not interested in rasa, 
emotionally uninvolved. The second half of the verse, therefore, means that if the 
poet is not very good ( not alive to the external world ) he will not be able to invest 
his poetry with any real interest. 
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Abhinava echoes this in his famous remark on poetic imagination 
(pratibha) in the Abhinavabharati : 

“ The poet is like Prajapati, from whose will this world arises. For the 
poet is endowed with a power to create wondrous and unheard of things, 
This power arises from the grace of Para Vak ( “ Highest Speech ”), which is 
just another name for poetic imagination ( pratibha ), which has its scat in 
the poet's own heart, and which is eternally in creative motion (udita). "! 
It follows from this that for both Ananda and Abhinava, there could be no 
end to this creative imagination and to the actual poetic situations it could 
envisage. This is the theme of a whole section at the beginning of the fourth 
Uddyota of the D. Al., where we are told that there is no end to the 
themes of poetry, as long as one is endowed with poetic imagination? He 
gives a beautiful simile : 

“ Even though subjects may have been already used, thanks to the fact 
that they are associated with imaginative experience ( rasa ) in literature, they 
all appear new, just as trees appear new during the honey- months 
( spring ). ” 

There is no end to the novelty of poetic themes,* no way of exhaust- 
ing the subject-matter of poetry : 

* Thousands upon thousands of poets as eminent as Vacaspati himself 
might use (various) subjects (in their poetry), and yet, like primordial 
world-matter, they cannot be exhausted. ® 


This is a healthy emphasis on the primacy of the external world, and 
how it must always form the poet's major source of material. 


One is reminded of the passage from the Avimaraka : “ How lovely is 
the great variety of this world !"" This agrees with the emphasis the karikas 


l, A, Bh, Vol I, p. 4: 
कवेरपि स्वहृदयायतनसततोदितप्रतिभाभिधानपरवाग्देवतानुग्रहोत्थितविचित्रापूरवार्थानिमाण- 
शक्तिशालिनः प्रजापतेरिव कामजनितजगतः | 


See also the Prakrit verse quoted by Ananda in the fourth Uddyota, D. Al. p. 527, 
2. D, Al, p. 537: 


न काव्यार्थविरामो5स्ति यदि स्यात्मतिभायुण: | IV. 6. 
3, D. Al. p. 528 : 
दृष्टपूर्वा अपि ह्यर्थाः काव्ये TRAET | 
सर्वे नवा इवाभान्ति मधुमास zq gat: | IV. 4. 
4, D. Al, IV, 6. 
5, D. Al, IV. 0: 
वाचस्पतिसहस्राणां सहस्रैरपि यत्नतः। 
निबद्धा सा क्षयं नैति प्रक्ञातिर्जगतामिव ॥ 
See also NS, I. II9 (G. O. 8. edition, p. 42 ). 
Devadhar’s edition of the Bhàsa plays, p. I32 : aho vicitrasvabhdvatd 
( Continued on next page 
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place upon love, of all the rasas (note that SR is never mentioned specifi- 
cally in any karika of the D. Al.). In the second Uddyota when the gunas 
(linguistic qualities) are being discussed, madhurya “ delicacy ” is emphasis- 
ed : “ love alone is very delicate, for it is the most pleasing among all the 
rasas.” This is so, we are told, because “ the mind, in love, becomes 
exceedingly sensitive (is moved )."? It is surely this emphasis? that has 
led Abhinava, in the A. Bh., to make a profound philosophical definition of 
love. This occurs under NS. VI. 45, where Abhinava has a very long 
comment on Bharata's definition of $rigararasa. The section is, for the most 
part, very corrupt. However one passage can be translated : 


* Someone objected as follows : how can there be only one rasa 
(Srigara) when there are so many different kinds of love (rati) according 
to the literary character in whom (love) exists? The person objecting thus 
is not ( really) acquainted with love. For all love is only one. It( exists ) 
where there is not the separation of the one (?-ekaviyoga) ( from the other ), 
because there is a mutual (commingling) of consciousness. This is why 
(Bharata ) said : uttamayuvaprakrti (this refers to p. 30l, Vol. I of the NS: 
sā ca stripurusahetuka uttamayuvaprakrtih) : “he is noble" and “she is 
noble" and so we get the dual compound uttamau. The same is true of 
yuvanau (i. e. “ he is young and she is young” and so the dual compound ). 
Now the word uttamayuva in this context refers to their consciousness ( i. e. 
their minds), and not to their bodies. For this concept ( viz. nobility ), from 
the highest point of view, applies only to consciousness...” * 


Continued from previous page ) 

jagata}. Cf. Auden, in the New Republic, Dec. 9, I967: “TE today, it seems to me, 
the word “real” can be used at all, the only world which is real for us, as the 
world in which all of us, including scientists, are born, work, love, hate, and die, is 
the primary phenomenal world as it is and always has been presented to us through 
our senses, a world in which the sun moves across the sky from east to west, the 
stars are hung in the vault of heaven, the measure of magnitude is the human 
body, and objects are either in motion or at rest”. It is clear that this love for the 
human, for the particular and the imperfect (cf. Balzac : * Blessed are the imperfect 
for theirs is the kingdom of love”) is much closer to the hearts of Indian poets than of 
Indian philosophers. 


l झाज्ञार एव मधुरः परः प्रह्णादनो रसः | D. Al, IL T. 
2. आर्द्रेतां याति यतस्तत्राधिकं मनः | D. Al, I. 8. 
3. See also III, 28: 
विशेषतस्तु शज्ञारे सुकुमारतमो ह्यसौ । 
* Especially in Srügára, for it is the most delicate of all the rasas”. See 
also D. Al, II. I! and II, ]5. 


4. A. Bh. Vol. l, p. 302: अत एव यत्केश्चिदचोद्यत-रतेराधारमेदेन भेदात्‌ कथमेको 
रस इति | तदनभिज्ञतया | एकैव ह्यसौ तावती रतिः | यत्रान्योन्यसंविदा एकवियोगो न भवति | अत एवौ- 
( Continued on next page 
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The above is meant only to give an idea of Anandn’s influence. The 
actual influence of the D. Al, has been far more extensive than we are able 
to indicate here. We have not, for instance, dealt with such important 
themes as pradhanya, “ predominance”, and its importance for judging the 
status of a given poem, or of Ananda’s new ideas on figures of speech, or on 
sanghatana (linguistic structure). But what we have said should suffice to 
give the reader an idea both of the remarkable profundity of some of the 


views of the Dhyanyaloka, and of their importance for Abhinava's philosophy 
of aesthetics. 


BHATTATAUTA 


Bhattatauta, Abhinava's teacher! of dramatic theory, wrote a work 
entitled the Kavyakautuka, now lost. On this work Abhinava wrote a 
commentary, also lost. It is thus not possible to determine just how many 
of Abhinava's ideas come from Bhattatauta. He quotes him often in the 
A. Bh., but many of the passages are too corrupt to understand. However, 
itis clear that Bhattatauta emphasised the drama (over and above lyric 
poetry). Thus Abhinava says: 


“ (Our) teacher says that rasa arises in a poem when there arises an 
experience ( on the part of the reader) that is similar to direct perception 
(pratyaksa) (of a drama). Thus he says in the Kavyakautuka : 


Continued from previous page ) 
त्तमथुवग्रकृति: | उत्तमश्रोत्तमा चोत्तमौ | एवं युवानौ । तत्रोत्तमयुवशब्देन तत्संविदुच्यते । न तु कायः। 
चैतन्यस्येव हि परमार्थत उत्तमयुवत्वं विदोषः । 

Cf, Abhinavagupta’s remarks about love in the Locana, p. 205: 


रतौ हि समस्तदेवति्यङ्नरादिजातिष्वनवच्छिन्नव वासनास्त इति न कश्चित्तत्र तादृग्यो न 
हृदयसंवादमयः, यतेरपि हि त्चमत्कारोऽस्येव | अतो मधुर इत्युक्तम्‌ । मधुरो हि शर्करादिरसो 
विवोकिनोऽविवेकिनो वा स्व्थस्यातुरस्य वा झटिति रसनापतितस्तावदभिलषणीय एव भवति | 
“ For there is an unbroken propensity for love in all creatures, gods, animals, men ete, 
And so there is no creature who is not (capable of) responding sympathetically to love, 
Even an ascetic can find aesthetic delight in ( descriptions of ) love, And so it is called 
* delightful" ( madhura ). For a sweet dish such as sugar candy etc., when it falls on 
the tongue of a discriminating person or a non-discriminating perosn, a healthy man or 
a sick man, will immediately be pleasurable ", 


l. Generally whenever the term upddhydya is used in the A. Bh, it refers 
to Bhattatauta, 


2. अस्मदुपाध्यायङ्गते काव्यकौत॒केडप्ययमेवाभिग्रायो मन्तव्यः | A. Bh, Voll, p. 37; this is 


in the context of what constitutes “imitation” in the drama. Abhinaya also wrote 
a commentary on this work : स चायमस्मदुपाध्यायभट्टतौतेन काव्यकौतुके, अस्माभिश्च तद्विवरणे बहुः 
तरङ्तनिर्णय( i, ०. विचार )पूर्वपक्षसिद्धान्त FAS FEAT, Locana, p. 394. 


See V, Raghavan, * Authors Quoted in the Abhinavabharati °, J. 0, R. Vol. 6, 
Madras, 932, 


Y 


2 6 शान्तरस 


“In a poem that is not enacted, it is not possible to have a (true ) 
aesthetic experience ( asvada ). When things ( bhava) such as gardens, one's 
beloved, the moon, etc., are well and elegantly described by a polished ima- 
gination, then they appear as if they are actually taking place before our very 


११7१. 


eyes (i. e. as if we saw them acted out)”. 


Abhinava improves on this : 

* ....the actions of the actor have been devised in order that the 
spectator might obtain an aesthetic experience that is appropriate to direct 
perception (as in the drama), This is why Bharata has sanctioned the use 
of music, etc., in order to break the knots of the heart that is filled with the 
anger and sorrow indigenous to it. For the text ( the Natyasastra ? ) includes 
everything ( or : is meant for all people). Therefore, rasas are only found in 
dramas, and not in the everyday world. This is what ( Bharata) means (to 


say ). And poetry is nothing other than drama ”.2 


But what is most significant for us, is the term pratibha, It is clear 
from the quotations by later writers that Bhattatauta was greatly preoccupied 
with this term and the concepts that lay behind it. Hemacandra quotes three 
verses from Bhattatauta : 

« It has been said that there can be no poet who is not (also) a seer, 
And a man (becomes ) a seer because of his “ vision” ( dar$ana). Vision is 
the knowledge of the truth of the nature and properties of various things. 
A man is said in the šastra to be a poet only because of vision. A man is said 
to bea poetin the world when he has both vision and (the power of) 
description. This is why, although the first poet ( Valmiki ) was always gifted 
with a clear vision, as long as he did not actually describe (things) he was 
not known as a poet ( but only as a sage ) "2 


l. A, Bh, Vol, p. 290 : 
काव्यार्थविषये हि प्रत्यक्षकल्पसंवेदनोंदये रसोदय इत्युपाध्याया:। यदाहुः काव्यकौत॒के-- 
‘ प्रयोगत्वमनापन्ने काव्ये नास्रादसंभवः › इति | 
“ वर्णनोत्कलिता भोगप्रौढोक्या सम्यगर्पिताः | 
उद्यानकान्ताचन्द्राया भावाः प्रत्यक्षवत्‌ स्फुटाः u? इति । 

2, A. Bh. Vol, I, p. शश : 

[तत्र ये खभावतो निर्मलमुकुरह्ृदयास्त एव संसारोचितक्रोधमोहामिलाषपरवशमनसो न भेवन्ति । 
तेषां तथाविधदशरूपकाकर्णनसमये साधारणरसनात्मकचर्वणय्ाह्यो रससंचयो नाव्यलक्षणः स्फुट एव | ग्रे 
त्वतथाभूतास्तेषां ] प्रत्यक्षोचिततथाविधचर्वणालाभाय नटादिप्रक्रिया । स््गतक्रोधशोकादिसङ्कटहृदयान्थिः 
भञ्जनाय गीतादिप्रक्रिया च झुनिना विरचिता । सर्वानुआहकं हि शास्त्रामाति न्यायात्‌। तेन नाट्य एव रसा 
न लोक इत्यर्थः | काव्यं च नाट्यमेव | See Addenda. 

3. Hemacandra, Kavydnusasana, p. 432, Parikh and Kulkarni's second edition, 
(Bombay, I964): 

( Continued on next page 


Ee 


ABHINAVA'S PHILOSOPHY OF AESTHETICS 7 


The]Kaumudi on the Locana quotes a very important verse that might 
well come from the Kavyakautuka : 

** There are two paths of the goddess of speech : one is the Sastra, and 
the other is poetry ( kavikarma). The first of these arises from intellectual 
ability ( prajña ), and the second from genius ( pratibha ) ".* 


This propels us to the heart of a great controversy, the tension betweert 
* inspiration” and “learning”. For pratibha not only means creative, or 
poetic imagination, it also means “ genius”, or “inspiration”. The term to 
which it is generally opposed is vyutpatti, “learning”, “ intellectual refine- 
ment". The dichotomy is very old in Sanskrit poetics. It held a particular 
fascination for Abhinava, for it involved him in one of his life-long pre- 
occupations : the relation between philosophy and poetry. In a sense one can 
look at this dichotomy as finally touching the most famous dichotomy of 
all, that between the followers of the old school of poetics who believed in 
the paramount importance of alaikaras and gunas, and the new dhvani 
school. For the older school emphasises the hard work that must go into 
creation, the need for being properly schooled. The new school on the other 
hand, emphasises imagination,? inspiration, rasa and dhvani. This is expressed 
in the famous karika of the Dhvanyaloka where it is said that figures of 


Continued from previous page ) 
तथा चाह भट्टतातः (sic): 

नानृषिः कविरित्युक्तमृषिश्र किल दर्शनात्‌ । 
विचित्रभावधर्माशतत्त्वप्रस्या च दर्शनम्‌ ॥ 
स तत्त्वदर्शनादेव शास्त्रेपु पठितः कविः | 
ademas रूढा लोके कविश्वतिः ॥ 
तथा हि दर्शने स्वच्छे निल्ये$प्यादिकवेर्मुनेः | 
नोदिता कविता लोके यावज्जाता न वर्णना ॥ 

l, Kaumudi, एर, Sastri’s edition of the D. Al. p. I70: 

Ë वत्मंनी गिरां देव्याः शास्त्र च कविकर्म च। 
प्रज्ञोपज्ञ॑ तयोराद्यं प्रतिभोद्धवमन्तिमम्‌ ॥ 

This verse is quoted as the motto to a very fine article by T. N. Sreekantiya, 
“ Imagination in Indian Poetics”, Z. H. Q. Vol, XIII, No, l, p. 937. There he says: 
Quoted by Vidyadharacakravartin in his commentary on the Kavyaprakasa ( Trivan« 
drum Edition Part I, p. l4). I am indebted to Dr, V. Raghavan of Madras for this 
reference,” 

2, E, L Dandin KD, L I03. Mahabharata, XII, 260, . We even find the 
dichotomy in the Pali texts, e. g. Aiguttara Nikáya II. 230 where four types of poets 
are described (cintakavi, sutakavi, atthakavi aud patibhànakavi ) of which the last type, 
naturally superior, writes from “ seizure" as it were, 

3. The term pratibha is often used in the D. Al, e. 8. L. 6: 

अलोकसामान्यमभिव्यनक्ति परिस्फुरन्तं प्रतिभाविशेषम्‌ । 
also, IV. 6 : यदि स्यात्मतिभायुण: | 


[s 8 शान्तरस 


speech will come without any effort to the poet concerned with rasadhvani.* 
Of course Ananda himself was not unaware of the importance of gunas and 
alankaras ; it is only that for him and for Abhinava, they constitute the body, 
the externals of poetry. The argument is not confined to India. It is a 
matter of controversy whether a “creative writing course » is of any use to 
the young writer or not. There are those who argue that nobody ever learns 
anything from such artificial attempts to instil talent into students. Howard 
Nemrov once said in conversation that the only thing he really felt he should 
tell his class on creative writing was: “ Why don't you write well2 Why | 
aren't you good?” On the other hand, there is general agreement that such 
classes do often manage to teach the already gifted student certain technical 
skills. 

The most famous line on pratibha, first quoted by Abhinava and later 
by a great many writers, belongs to Bhattatauta.? It is: 3 « Poetic imagina- 
tion is that ( form 0) intelligence which shines with ever new scintillation ".* 
The whole verse is quoted as far as we know, only by Vidyacakravartin, in his 
Sampradayaprakasini : 

“< Remembrance is that which refers to an object of the past. Mati refers 
to something that is still in the future, buddhi deals with that which is present 
and prajaa belongs to all three times ( past, present and future). But pratibha 
is that intelligence which shines with ever new scintillation. The poet is he 
who is skilful in descriptions animated by that (pratibha). Poetry is that 
which the poet does ”.* 

There is of course a long tradition behind this word. The most famous 
quotation is perhaps the verse from Bhàmaha that Abhinava quotes more 


than once : 


l. IL I6 and ११४८४ thereon. 
2, Several stanzas on pratibha have been ascribed by Gnoli to Bhatiatanta : 
« Three stanzas, quoted by Hemacandra and probably taken from Bhatta Tota ", Gnoli, 
op. cit. p. XXX, Int. But this is incorrect, since the verses are from Mahimabhatta’s 
Vyaktiviveka, IL. I7-lI9. 
3, See also Locana, p. 92: 
प्रतिभा अपूर्ववस्तुनिर्माणक्षमा प्रज्ञा । 
4, Hemacandra, p. 3 quotes the whole passage : 
प्रज्ञा नवनवोछिखशालिनी प्रतिभा मता | 
तदनुप्राणनाज्जीवद्दणेनानिपुणः कविः ॥ 
तस्य कर्म स्मृतं काव्यं 
5. Vidyacakravartin’s comm. on the KP, the Sampraddayaprakagini, TSS, 
nos, 88 and I00, part I, p. l3: 
स्मृतिर्व्यतीतविषया मतिरागामिगोचरा | 
बुद्धिस्तात्कालिकी प्रोक्ता प्रज्ञा त्रैकालिकी मता ॥ 
The rest is as given in the preceding note. 
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“ Even a stupid man can learn the $astra from the teachings of his 
professor, But poetry is only given to the person who has imaginative genius 
(pratibha) and that only once in a while ".! 


Abhinava and Bhattatauta must have known the fourth chapter of the 
Kavyamimamsa, most of which is given over to various views on pratibha.? 
Rajasekhara defines it as: ** That which causes to appear in the mind the 
collections of words, the technique of alankaras, the caravans of meanings, 
the path of (poetic) expression, and other similar things as well”. He 
divides pratibha into two sorts : (]) that which applies to poets ( karayitri, or 
“creative ” ), and that (2) which applies to critics or readers ( bhavayitri ). 
“Creative imagination is of three sorts: sahaja, “ inborn ”, Gharya, “ ac- 
quired”, and aupadesiki, “learned”. Poets too are divided into three 
classes, in accord with this scheme ( sarasvata, abhyasika and aupadesika ). 
He has many interesting and unusual observations on critics and poets 
in the rest of the chapter as well. One thinks in particular of the two 
poets, blind from birth,‘ who are nonetheless endowed with “vision ” 
( pratibha ). 


But it is really only Abhinavagupta who enables the various insights 
into the nature of imagination to be coordinated into a philosophical whole, 
as we shall see when dealing with his philosophy of aesthetics in the next 
section. The fine image of Mahimabhatta was surely inspired by Abhinava's 
philosophic views on imagination : 


** Pratibha is that intellectual function of the poet whose mind is con- 
centrated ( stimita ) on thinking about words and meanings that are appro- 
priate to rasas. It arises for a moment from the contact of the poet's mind 
with the essential nature ( of the Àtman )." 


l. Bhàmaha, Kdvydlankara, L, 5 : 
झुरूपदेशादध्येठुं शास्त्रं जडधियोऽप्यलम्‌ | 
काव्यं तु जायते जातु कस्याचित्रातिभावतः ॥ 
2, On pratibha see also: Vámana, I, 3. I6; Yogasütra, IT, 36; also Kashmir 
Saiva literature, e, g. Sominanda’s Sivadrsti, IL, 64 ( p. 78, KSTS, LIV, I984); Vasu- 
gupta, Spandaküriká, IV, 7. See also L. Silburn, * Vátulanátha Sutra” ( Paris, 957 ) 
p. l4 and p.38. See also Int. to De's ed. of the Vakroktijivita, pp. XXIV ff, For the 
term in philosophy, see G. Kaviraj, * The Doctrine of Pratibha in Indian Philosophy ”, 
Annals of the B. O. R. I. V ( 923-24), p. ff. and ll3f, 
3. KM. ed. by C. D. Dalal and R. A. Sastry, revised ed, by Ramaswami 
Bastri Siromani, 3rd ed, Baroda, 934, p.  : 
या शब्दय़ाममर्थसार्थमळेकारतन्त्रमुक्तिमार्गमन्यदापि तथाविधमधिहृदय॑ प्रतिभासयाति सा प्रतिभा | 
Uktimárga might also mean racand, viti, i. e, style, 


4. op. cit, p.J2 यतो मेधाविरुद्रकुमारदासादयो SITSTEHT: कवयः शरूयन्ते । 


= 


“Jt is that which makes the things that exist in all the three worlds 
seem as if they were right before our very eyes, and (hence) it is known as 
the third eye of 9४६. 


It is clear that the striking image in this verse is borrowed from 
passages in the D. Al Abhinava is also greatly concerned with pratibha 
as a philosophic concept. Thus we find it defined? and very often referred 
to in his Tantraloka.* 


BHATTANAYAKA 


As we have noted under the passages quoted from Bhattanayaka in 
the Locana passage from the second Uddyota? Abhinava has very obviously 
taken many of his key notions on poetry from BN. The most important of 
these is sadharanikarana, the power which enables a situation in literature to 
abstract itself from its unique application to one individual, and to be univer- 
sally applicable. This is not a concept found in Anandavardhana, nor in the 
Natyasastra. The word that BN uses for it is bhavana. Abhinava* quotes 
the first line of a verse that Hemacandra' and Jayaratha® give in full : 

** ( There are three functions in poetry : ) abhidha ( denotation, which, 


for BN, includes laksana as well), bhavana (generalisation ), and the enjoy- 
ment that ensues. Both word and sense-figures belong to denotation. The 


whole collection of (primary emotions such as) love, etc., arises from bhavana. 


l. Vyaktiviveka, II. JI7-tI8, p. 452-453 ( Kashi Sanskrit Series I2 ) : 
रसानुयुणशब्दार्थचिन्तास्तिमितचेतसः | 
क्षणं स्वरूपस्पर्शोत्था प्रज्ञैव प्रतिभा कवेः ॥ 
सा हि चक्चुर्भगवतर्ठृतीयमिति गीयते | 
येन साक्षात्करोलेष भावांस्त्रैलोक्यवतिनः ॥ 
2, D. Al. p. 508 where the navā drsti is referred to, and also D. Al. p. 498, 
third verse, 

3, T. Al, XIII, 87. 

4. Gnoli, quoting four very difficult stanzas from tbe 7. Al. ( XI, pp. 60-62 ), 
remarks : “ Abhinava ...... stress (es ) the fact that pratibha does not exhaust itself 
in the poetical intuition, but is, in a broader sense, the same consciousness, the 
same Self. In the majority of men it does not succeed in liberating itself from the 
chain of relationships and practical interests which condition and constrict it, but, in 
the poet, it burns with a purified light — to shine out finally in all its fullness in the 
intuition of the saints, ” Gnoli, op. cit. p. LI. Further references in the T'antraloka 
are XIII. 90; 97; I0I; I06; ]}2; 20 ete, 

5. Below, we translate Abhinava's brief summary of Bhattanüyaka's views 
on rasm, 

6, A. Bh. Voll, p. 277. 

7. See Hemacandra, op. cit, p.96. See also Chintamani, ‘ Fragments of 
Bhattanayaka " J. 0. R. vol, l. p. 27l. It is quoted in the Rasagangadhara p. 25 ( with 
the variant reading tadbhogikrtir eva ca, ) 

8, Alenhárasarvasea, p. 9. 
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The accomplished man ( siddhimānnarah ) is permeated by the form of the 
‘enjoyment of that,” 


Of course Bhattanàyaka* was himself influenced by the D. Al. 
(though he is supposed to have written his Hrdayadarpana to demolish the 
idea of dhvani) in granting that there is an element in poetry beyond denota- 
‘tion and secondary usage. In one passage in the Locana,* Abhinava even 
says that BN is simply giving suggestion another name. But far more import- 
ant for Abhinava was BN's views on religious ecstasy and poetry. 


It may well be that Bhattanayaka was the first person to make the 
famous comparison of yogic ecstasy and aesthetic experience. Unfortunately 
his Hrdayadarpana has been lost, and only quotations survive in the later 
Alankara works. The Hrdayadarpana appears to have been either a coms 
mentary on the Natyasastra or an independent work criticising the theory of 
dhvani in the course of which he had occasion often to quote from the NS, 
Abhinava quotes Bhattanayaka frequently in the Locana,* not always to 
disagree with him. It is clear from many of his remarks that he had a high 
respect for him. 


The first passage we quote and translate is one of exceptional interest, 
that must certainly have been of great importance for Abhinava's own theo- 
ries. It is found on p. 5 of the Abhinavabharati ( G. O. S. vol. I, 2nd ed.) 
and is a commentary on the opening verse of the Natyasastra : ° 


** Bhattanayaka" however ( explains the verse as follows ) 


l, अभिधा भावना चान्या तद्भोर्गाक्गतमेव च | 
अभिधाधामतां याते शब्दार्थालंकृती ततः ॥ 


भावनाभाव्य एषोऽपि झ्ङ्गारादिगणो हि यत्‌ | 
तद्भोगीकृतरूपेण व्याप्यते सिद्धिमान्नरः॥ 
We are not certain about bhévanadbhavyah, Perhaps it should be translated 


as “ to be reflected on in the mind by means of bhávanü", i. e, bhavyah would mean 
"to be reflected on”, bhdvanayd bhavyah. 


2, On Bhattaniyaka see Gnoli, op, cit.,p, XX, Also Kane, H. S. P. p. 22I- 
995. The date Gnoli gives is around 900 A, D. In any case he certainly lived after 
Anandavardhana in response to whose theory of dAvani his own work seems to have 
been written, 


3. See Locana p, 88, 

4, For all references in the Locana to BN, see Kane, op, cit. p. 223, 

5 प्रणम्य शिरसा देवी पितामहमहेश्वरौ | 

नाट्यशास्त्र प्रवक्ष्यामे ब्रह्मणा यदुदाहृतम्‌ ॥ 

6. Udhàhrtam, which simply means “spoken” is taken to be a pregnant use 
of the word by BN who interprets it as udaharanikrtam. The drama is like life. It 
is essentially unreal, and yet it affects us profoundly, Most important ofall, it is 

( Continued on next page 
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“I shall (now) expound that drama which was promulgated! by 
Brahman - the highest Self — as an illustration such that people might under- 
stand that worldly objects are insubstantial ( nissarabheda ), fabricated (as 
they are) by ignorance ( of the identity between the Self and Brahman ). 
Just as the unreal actions of Rama, Ravana and others, which are essentially 
a figment of one’s imagination and hence do not possess a single fixed form, 
but in a moment assume hundreds and thousands of forms; which though 
different (in their unreality) from dreams, etc. are still the outcome of 
mental imagination ( hrdayagrahanidana ); which are enacted by actors who 
are almost like the creator of the world (Brahma) and who have not relin- 
quished their separate identity (as persons in real life) - those actions (of 
Rama and Ravana, etc.) appear (to us) in a most unusually wondrous way; 
and though appearing like that, they become the means of attaining the (four) 
goals of life - in exactly the same way this universe consists of a display of 
unreal forms and names and yet through listening to and meditating on 
spiritual instruction, it leads to the realisation of the highest goal of human 
life (namely moksa ). 


Thus this stanza, by suggesting (the attainment of) the other-worldly 
highest goal of human life introduces Santarasa. 


‘Depending on their respective causes the different rasas originate 
from santa (a state of mental calm ). ° 


Thus the present stanza ( NS, L.l) conveys the higher purpose (of 
drama ).” This is the explanation that Bhattanayaka has given in his 
Sahrdayadarpana. As he said : 

Continued from previous page ) 
the means whereby we may attain bliss, which is after all the same as the Self and 
therefore the same as moksa. A. Bh.Vol. ], p. 5: Y. 

भट्टनायकस्तु “ ब्रह्मणा परमात्मना यदुदाहृतमविद्याविरचितनिस्सारभेदय्महे यदुदाहरणीकृत॑ qued 
तद्वक्ष्यामि | यथा हि कल्पनामात्रसारं तत एवानवस्थितैकरूपं क्षणेन कल्पनाशतसहस्रसहं स्वप्नादिविलक्षण- 
मपि सुष्ठुतरां हृदयग्रहनिदानमल्यक्तस्वालम्बनब्रह्मकल्पनटोपराचितं रामरावणादि चेष्टितमसत्यं कुतो5प्यद्भुत- 
वृत्या भाति तथा भासमानमपि च पुमर्थोपायतामेति | तथा ae विश्वमिदमसत्यनामरूपप्रपञ्जात्मकमथ 
च श्रवणमननादिवशेन परमपुमथंप्रापकमिति लोकोत्तरपरमपुरुषार्थसूचनेन शान्तरसोपक्षपोऽयं भविष्यति । 

“खं = निमित्तमादाय शान्तादुत्पद्ते रसः | › इति ॥ 

तदनेन पारमार्थिकं प्रयोजनमुक्तं । ” इति व्याख्यानं सहृदयदर्पणें पर्यग्रहोत्‌ | 

यदाह 
* नमखलोक्यनिर्माणकवये झाम्भवे यतः | 
प्रतिक्षणं जगन्नाय्यप्रयोगरसिको जनः ॥ › इति 

l. It is not clear whether Abhinava accepts this justification of SR or not. 
Most likely he does, at least in great part, for he also quotes this stanza ( NŠ, VI, 
p. 335, in the interpolated $üntarasa section) and also uses it in the third Uddyota of 
the Locana, p. 39l, as a proof of tho existence of Santarasa, 
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“ I pay my homage to Siva the poet (also the omniscient one — kavi ) 
who has created all the three worlds and thanks to whom ( yata ) (sensitive) 
people are able to attain aesthetic bliss by watching the spectacle ( prayoga ) 
of the play that is our life in this world.” 


We can see prefigured in this fascinating fragment ( from a commen- 
tary on the Natyasastra’ itself?) many of the themes that were to occupy 
Abhinava so closely’ : the world as a drama, the individual as the actor, the 
illusion of drama and the illusion of existence, the acceptance of $antarasa, 
the importance of moksa, Siva as the cosmic poet, etc. How many more 
ideas would we find that Abhinava is indebted to BN for, if the Hrdayas 
darpana were extant ? 


The second passage from Bhattanayaka is quoted in the Locana, under 
Y. 6 ( p. 9, Balapriya ed.) : 


“ The cow in the form of speech gives a unique drink ( rasa) out of 
love for her young. That (rasa i. e. bliss) which is (laboriously) milked 
by the Yogins cannot be compared to it, ” + 


Abhinava comments : “ Without being possessed by rasa, the Yogins 
laboriously milk out ( bliss )." 5 


l. Note that in the Locana, Abhinava speaks of Bhatianayaka's. Hrdayay 
darpana, whereas here he refers to the Sahrdayadarpana, Are these just variant names 
for the same work? K, C, Pandey ( Abhinavagupta, p. 200) suggests that the Hrdayar 
darpana refers to a book that refuted Ananda's theories, whereas the Sahrdaya- 
darpana would have been a commentary on the NS, It is true of course that hrdaya 
and sahrdaya mean very different things, but Abhinava seems in the habit of calling 
a single work by different names, Thus he speaks of the Kdvydloka (i.e. the 
Dhoanyaloka ) of Anandavardhana ( Locana, p. 2 and again Locana, p. 564) and later 
in the AbAinavabhárati, Vol, I, p. 343, he calls the same work the Sahrdaydloka, This 
is the name he uses in the second vol, of the 4, Bh, as well, 


2, It is clear that Abhinava has used the ideas contained in this important 
passage, But how did he feel consciously about it? Did he accept the views or not? 
It would seem that he does, and yet on p. 3, Vol, I of the A, Bh, he quotes the inter- 
pretation of his teacher ( Bhattatauta ) on this verse from the NS / 

3. Surely Uttungodaya is wrong in saying that ignorance is suggested by the 
word bala : 

बाले बालवदनभिज्ञे उपासके qur च। 

The point is that the bala (child) is like the sahrdaya, There can be no 
question of the sahrdaya being ignorant, 

4. यदाह भट्टनायकः 

वाग्धेनुर्दुग्ध एतं हि रसं यदबालतृष्णया । 
तेन नास्य समः स स्याद्दुह्यते योगिभिर्हि य: ॥ 
5, Looand,p.9l: 


तदावेशेन विनाप्याक्रान्या हि यो योगिभिढुंझते | 
v 


E 
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The point of the verse! must be that rasa is superior to the bliss that 
Yogins achieve. The reason is that the Yogins must go through an elaborate 
process. But note that the verse could mean just the opposite, namely that 
the rasa the Sahrdaya enjoys is not equal to what the Yogin enjoys. Tena 
nasya samah does not specify whether it is superior or inferior. The verse is 
‘quoted in the context of poetry, and so the first interpretation ought to be the 
correct one. Furthermore, if it were not, Abhinava’s quoting it here would 
be out of place.? E 


PHILOSOPHICAL INFLUENCES 
Vedanta: 

Not only was Abhinava, along with Anandavardhana, assuredly the 
greatest thinker on aesthetic theory in India, he was also one of the greatest 
philosophical minds of mediaeval India. In Kashmir Saivism, to which school 
he belonged, his word is considered authoritative in all philosophical issues. It 
has been suggested* that he wrote his works on poetics after his major works 
on philosophy. One would, therefore, expect his aesthetic theories to have 
been influenced by his readings in Kashmir Saivism. But probably even prior 
to his writings on Kashmir Saivism, Abhinava was exposed to earlier Advaita 
literature. There is of course his own commentary on the Gita, and though 


. l. According to the K. the word vág here means poetry : 
वाकू काव्यात्मतया परिणममाना Ug: | 
X. Sastri’s ed. p. 68-I69. 
2. As the Kaumudi on the Locana says : 
आक्रान्या प्र्ाहारादिप्रयत्नपरम्परात्मकप्रपीडनोपाया श्रयेणेत्यर्थ: । 

3, However, there is no doubt that in the third Uddyota, Locana, p. 50, 
Abhinava speaks of rasdsvdda as being only the reflection of a drop of the bliss that 
is paramesvaravigrantydnanda, See our translation of this important passage 
below, 

Note also the lino that Abhinava quotes in the Locana (p. 39) from Bhatta- 
nàyaka : 

काव्ये रसयिता सर्वो. न बोद्धा न नियोगभाळू । 
“ In ( the realm of ) poetry anyone who feels aesthetic pleasure ( rasayitr ) (is eligi- 
ble for reading ), but not the cold rationalist ( boddha ) nor the man willing to take 
orders ( from religious works—niyogabhàk ). ” 

Abhinava makes this very charge against BN himself in the Locana (p. 73 ), 
accusing him of being more a philosopher than a poet: न च......कल्पना JFT । 
जैमिनीयसूत्रे हेवं योज्यते न काव्येऽपि । 

4, See K. C. Pandey, Abhinavagupta, p. 30 for the chronological order of 
Abhinava's works. 

5, The Gitürihasaágraha, published in the NSP edition of the BG edited 
by Wasudeva Laxman Shastri Pansikar, with 8 commentaries, Bombay, I9I2. It seems 
clear though that Abhinava was reluctant to comment on the Gua. Not only is his 
( Continued on next page 
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He himself does not often quote the Upanisads, there is little likelihood that 
he did not know them. He could not fail to have been deeply impressed with 
certain remarkable passages that havea direct bearing on his own aesthetic 
doctrines. We think of the beautiful simile in the Brhadaranyaka : 


* Just as a man, when closely embraced by a woman he loves, knows 
nothing of the outside world, nor even of the inner one, so also does the ego 
(purusa) know nothing of the outside or of the inner when it is closely 
embraced by pure consciousness, the Self ".' / 


Then there are the passages from the Taittiriya Upanisad* which are 
also quoted by Sankara? in the Brahmasütrabhasya.* 


The phrase anandaghana, used constantly in Vedanta works, obviously 
made an impression on Abhinava, for he uses it several times. One also 
thinks of such works as the Gaudapadakarikas ( Agamasastra), which Abhinava 
must have known ( in fact, the doctrines in Kashmir Saivism take over most 
of the major views of Advaita), for example IIT. 42-45, where the four 
impediments in controlling the mind are mentioned. The four impediments 
are : viksepa (distraction); Jaya (which Madhusüdanasarasvati takes to mean 
sugupti, in which he is supported by Gaudapada himself under III. 35); kasaya 


Continued from previous page ) 
commentary unusually devoid of interest, but he himself hints that he did not really 
feel any inward compulsion to write it : 
तच्चरणकमलमधुपों भगवद्गीतार्थसंग्रहं व्यदधात्‌ | 
अभिनवयुप्तः सदूद्विजलोकक्ृतचोदनावशतः ॥ 
अत इदमवधार्य यथार्थमपि सर्वथा नेव | 
विदुषामभ्यूहर्नायं merfuz बान्धवार्थं हि ॥ 
In other words, he felt pressured to write it, and did it only for the sake of his 
relatives, (op. cit., pp. 775-776 ), 


l. Brhadáranyaka Upani;ad, IV, 3. 2l : 
तद्यथा प्रियया स्त्रिया संपरिष्वक्तो न बाह्य किचन वेद नान्तरमेवमेवायं पुरुषः प्राज्ञेनात्मना 
संपरिष्वक्तो न बाह्यं किचन वेद नान्तरम्‌ | 
A somewhat amusing verse on this very passage is quoted in the commentary 
to the Vijnanabhairava, under verse 69, p. 59 : 
जायया संपरिष्वक्तो न बाह्यं वेद नान्तरम्‌ । 
निदर्शनं श्रुतिः प्राह मूर्खस्तं मन्यते विधिम्‌ ॥ 
2, रसो वै सः and रसं ह्येवायं लब्ध्वानन्दी भवति and विज्ञानं ब्रह्म. 
Taittiriya, IL, 7, 
3. गा, l.2: ( आनन्दमयोऽभ्यासात्‌) 
4, Note though how S'añkara understands rasa : 
रसो नाम ठृप्िहेतुरानन्दकरो मधुराम्लादिः प्रसिद्धो लोके | 
5. Madhnusüdana Sarasvati in his Güdhárthadipik&, N. 8. P. Gita with है 
comms; Bombay, 92 quotes the verses and clearly explains them. 
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(stiffening of the mind); and sukha, which Sadananda in the Vedantasara’ 
(33) explains as rasasvada! Here is the first half of karika 45 on sukham : 

“In Yogic practices, one must not indulge in aesthetic pleasure 
(sukham). One should, through wisdom, remain unattached ”.? 

It would not be difficult, especially in a reductionist system ( where all, 
from the highest level, is pure Brahman ) to see how Brahman and rasa, or 
rasa and the saksin, the '* witness" in the sense of pure consciousness, were all 
one, and identical with amanda itself (since Brahman is characterised as 
saccidananda). This may of course have something of hindsight in it, but it 
is doubtful whether Ananda and thus Abhinava were not inspired to their 
doctrine of vyañjanā, at least in certain aspects, by the Vedanta notion of 
mukti? which is not produced, or created, but is made manifest (abhivyakta) 
through the removal of the avaranas. 

Already Bhavabhüti had used an important Vedanta simile in regard to 
rasa. In the Uttararamacarita III. 47* he speaks of karuna as the one rasa 
of which all the others are simply vikaras, just as the bubbles and waves of 
the ocean are all forms of water.’ Abhinava applies a very similar notion 
to SR. 


—— ===== 


l, Jacob's ed, p. 5l, under number 33, 

2, नास्वादयेत्सुखं तत्र निस्सङ्गः प्रज्ञया भवेत्‌ | , on which Madhusüdana comments 
( under Gita VI, 33, NSP ed. ) : 

तत्र समाधौ परमसुखव्यज्ञको$पि सुखं नास्वादयेत्‌ | एतावन्तं कालमईं सुखीति सुखास्वादरूपां 
aaa कुर्यात्‌ । 

There is very interesting variant, quoted in the Veddntasadra ( Jacob's ed., 
p. 5l, under 33) : नास्वादयेद्रसं तत्र | Sadananda says: अखण्डवस्त्वानन्दावलम्बेनापि चित्तवृत्तेः 
सविकल्पानन्दास्वादनं रसास्वाद: | We can’t help feeling that Sadananda must have been 
aware of the famous comparison, brahmdnanda (or even brahmüsváda), and rasasvada 
and this is his way of answering it, His point then, as Nrsimhasarasvati notes, is that 
the distinction is between nirvikalpasamadhi and savikalpasamadhi, two terms which 
must have influenced Abhinava's own thinking on rasdsvdda, For in savikalpasamadhi, 
the triputi ( subject, object, knowledge ) is present, as it must be in rasásváda, but 
it is absent in brahmáseáda, where there is only one süksin, with no object to cognise, 
pure consciousuess, 

3. This similarity was already noted by Jacobi in his introduction to the 
Dhvanyáloka translation, p. 398, 

4 Raghavan, * The Number of Rasas,” p. 0605 quotes this verse and ex- 
plains it, 

5, एको रसः करुण एव निमित्तमेंदा- 

fra: पृथक्‌ पृथगिवाश्रयते विवर्तान्‌ । 
आवर्तबुद्गुदतरज्ञमयान्‌ विकारा- 
नम्भो यथा सलिलमेव हि तत्समस्तम्‌॥ 

6. Cf, A. Bh. Vol, I, p. 335, basing himself on the famous verse in the NS, 

Vol. I, G. O. 8, p. 335: 


( Continued on next page 
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“ One should cast one’s glance out into space, where there are no 
trees, no mountains, no walls ( to obstruct one's vision ), for when the nature 
of the mind (which is to think about various objects presented to it) is 
Suspended, all activities come to an end '*.8 


“ Meditating on the knowledge ( that exists on its own ) between two 
thoughts, one should fix (the mind ) on that (empty) middle (space). 
Suddenly abandoning both of them, truth will appear in the middle ”,* 


2 In these verses, one finds a certain Preoccupation with aesthetic themes 
— a feature that is lacking in Advaita works. It is carried even further, when 
Sexual comparisons, for which Kashmir Saivism has a definite sympathy, 
begin to appear : 


“ Wherever the mind finds pleasure, one should firmly fix it on that 
object. For there the true nature of absolute bliss will manifest itself **.5 


Continued from previous page ) 


स्व॑ @ निमित्तमासाद्य शान्ताद्भावः प्रवर्तते । , 
8 verse he quotes also in the Locana, p. 39l. Note the preceding verse ( p, 334, A. Bh, 
Vol I): 

भावा विकारा tare: शान्तस्तु प्रकृतिमंतः । 

विकारः प्रकृतेर्जांतः पुनस्तत्रैव लीयते ॥ 

l. Only, as fas as we are aware, in the Isvarapratyabhijnavivrtivimargint 
(edited in three volumes by Madhusüdan Kaul Süstri, NSP, Bombay, 938, I94 and 
I943 respectively). The work is quoted in Vol, I, 77, 80 and 987 and in Vol, II on 
p. 50, 79, 2l4, 262, 3I, 427, and Vol, HI, on p. 30, 52, 69, 346 and 386, 

2. There is an interesting French translation of this remarkable text by 
L, Silburn, Le Vijidnabhairava, Publications del’ Institut de Civilisation Indienne, 

3. VB, 60 (p.50): 

निर्दैक्षगिरिभित्त्यादिदेशे दृष्टि विनिश्षिपेत्‌ | 

विलीने मानसे भावे वृत्तिक्षीण: प्रजायते ॥ 
In fact Abhinava quotes this very verse in the ZPV V. twice, once on p. 3 of Vol, Il, 
and again in the same volume, p. 497, 


4 VB,6 (p.50): 
उभयोर्भावयोर्ज्ञनि ध्यात्वां मध्यं समाश्रयेत्‌ । 
i युगपच द्वयं लकत्वा मध्ये तत्त्वं प्रकाशते ॥ 
This verse too is quoted by Abhinava in the IP VV, Vol, III, p, 346, 
5. VB,74, (p.62): 
यत्र यत्र मनस्तुष्टिमनस्तत्रैव धारयेत्‌ | 
तत्र तत्र परानन्दस्वरूपं संप्रवर्तते ॥ 


Ë aequ 


| The commentator explains this to mean that one can fix one’s atten- 
: tion on any attractive object, such as the lotus-like face of a beautiful woman, 
! and find bliss of a transcendental nature therein.* 
| | i « After the manifestation of the happiness resulting from the nourish: 
f ing moisture produced in the body by eating a good meal and drinking, one 
should meditate on the state of fullness of the body (at that time). From 
| this; absolute bliss will arise " ga 
; The commentary explains rasa to mean the sense of “ I- conscious- 
ness” and quotes the famous line from the Taittiriya already mentioned 


above.* 
“The pleasure which terminates in the infusion of the power of bliss 
in a person on the achievement of sexual intercourse — that pleasure is one's 


own pleasure on the realisation of the essence of Brahman ".* 


Here the comparison that Abhinava will make between sexual 
experiences and ecstatic experiences, is explicitly stated. Note that the 
| commentary speaks of the pleasure of knowing Brahman as being of the 
3 form of the resonance of a bell (ghantyanuranana), a term that Ananda 
lly applies to dhvani. He also speaks of sexual intercourse as the abhivyakti- 
Wi karana (i. e. that which manifests or suggests) bliss,’ again a term that 

Abhinava uses of rasa. Verse seventy is another sexual verse where we 
are told that there is anandasamplava, immersion in bliss, simply by remember- 
i ing the various acts such as sucking (lehana), fondling etc., indulged in 
during love-play. The interesting thing is that the commentary gives a 


L यस्मिन्‌ यस्मिन्वस्तुनि मनोहरे कामिनीवदनकमलादौ मनः सञ्जते, तत्रैव धारयेत्स्थिरं 
कुर्यान्मनः | 
2, 728, 72, (p. 60) : 
जग्धिपानक्ृतोंछासरसानन्दविजुम्भणात्‌ | | 
भावदेद्धरितावस्थां महानन्दस्ततो भवेत्‌ ॥ | 
This verse too is quoted by Abhinava, in the IP VV, Vol, II, p. I79. 
3, VB,p. Gl: 
अहंविमशंसंचेतनं रसरूपो वा आनन्दः d 
4. VB, 69, (p.58) : 
शक्तिसंगमसंक्षुब्धशक्त्यावेशावसानिकम्‌ | 
यत्सुखं ब्रह्मतत्त्वस्य तत्सुखं स्वाक्यमुच्यते ॥ 
5. VB, p. 59: the first passage is: 
्जीसङ्गानन्दाविभूतानन्दशक्तिसमावेशान्ते यत्‌ घण्ट्यनुरणंनरूप॑ ब्रह्मतत्त्वस्य सुखं TARA: d 
The second is: SUFI अभिव्यक्तिकारणमेव | 
6. The verse is: 
लेहनामन्थनाकोटैः ख्रीसुखस्य भरात्‌ wd 
gramas देवेशि भवेदानन्दसंछ्वः ú 
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complex Trantric explanation, which, it says, is Abhinava's!! Could this 
mean that Abhinava had himself written a commentary on the Vijnana- 
bhairava, now lost? Reading through the commentary on these verses by 
Sivopadhyaya, one is struck by the fact that he too uses the terms of Abhinava 
from aesthetics. Clearly he also felt their relevance here. Surely it is the 
kind of speculation found in these remarkable mystic verses of the VB that is 
responsible, at least in part, for Abhinava’s own philosophy, where worldly 
‘pleasures are not to be rejected. 


Another work, of perhaps even greater importance, is the Yogavasistha- 
maharamayana.* This is one of the most extraordinary texts of mediaeval 
India. To claim it for Kashmir Saivism would be unjust, since the work 
itself stresses the fact that it belongs to no one school. The terminology is 
clearly heavily influenced by Kashmir Saivism, but it is just as deeply marked 
‘by Buddhism and by Advaita Vedanta. What we cannot know for certain is 
whether Abhinava knew this text or not. There is a tradition current in 
Kashmir that he commented on the YV.? Dr. K. C. Pandey informs us that 
he has seen parts of this commentary in manuscript form in Kashmir. 


There is some likelihood that the author of the YV knew the Dhvanya- 
loka and we already have quotations from the work by the thirteenth 
century,so that it appears reasonable to say that it was written in Kashmir, 
sometime between the nineth century A. D. and the twelfth. The work is 


l VB, p. 60: 
इति अभिनवयुप्तपादाः | 

2, Yogavdsisthamahardmdyana, edition with the commentary Vasisthamaha- 
ramayanatatparyaprakasu (a singularly uninteresting commentary of very little help 
in real difficulties), by Wasudeva Laxmana Sastri Pangikar, NSP, Bombay, ]9l8, in two 
volumes, š 

3. See K. C. Pandey, Abhinavagupta, p. 28-29: “ There is enough evidence to 
show that he wrote many other works besides the above...His commentary onthe Yoga- 
vasistha, We have no other source of information about it than a tradition current 
among Kashmirian Pandits ”. 

4. This was first pointed out by V. Raghavan, “The Date of the Yogavasistha”, 
J. O. R. Vol. XIII, Part II, I939, p. 2-]23. The important verse of Ananda that we 
quote and translate later is copied almost identically in Vol. II, p. I52] (VIB, 290, 
verse 89), 77, VIB, I97, verses I5~]7 are very similar to the D. Al. I, 4, There can 
be little doubt that the YV is the borrower here, 

5. See Raghavan,“ The Yogavisisths and the Bhagavad Gita and tho place 
of origin of the Yogavasistha ”, p. 73, J. 0. R. Vol. XIIT, Part I, January-March 939, 
* Hence the suggestion that Kashmir was the place where the Yogavüsistha was 
-produced deserves acceptance, " op. cit., p. 82. 

6. See Raghavan, op, cit, p. I28: * What is the lower limit to: the date of 
the Yogavásigtha is a question which I can answer here, Scholars have up till now 
pointed out Vidyüranya as the earliest to cite the Yogavüsisthu. Wo can take up the 

( Continued on next page 
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unique in many ways; one in particular interests us here : it is the only work 
in Sanskrit ( apart from the Mahabharata ) that illustrates one of Ananda’s 
and Abhinava’s pet doctrines : the relation between Sastra and kavya. The 
work itself! says that it is meant as both, and all of its thirty-three thousand 
verses bear out this boast. Not only does it contain remarkable philosophi- 
cal doctrines, but many of the passages are as complex and literary as any of 
the Mahakavyas. The philosophical stories are replete with lyric descriptions 
of great beauty,’ and the very language itself gives evidence of a highly 
literary mind. The author was clearly aware of all the terminology 
from literary criticism, and makes use of it, thus illustrating Abhinava's 
very philosophy. If he preceded Abhinava, then we can be certain that 
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lower limit to the date of the Yogavasistha by a century, The Saktimuktavali ( G. O, 
8, edn, ) was compiled by Vaidya Bhanu for Jalhana in A. D. I258, On pp. 4।2, 4I7, 
439, 448 and 45 of this anthology, the Yogavdsistha is extracted,” Raghavan opts 
for between the llth and the middle of the 3th century as the date for the YV. This 
is much closer to the truth than the unconvincing arguments of Atreya ( Philosophy of 
the Yogavdsistha) and Dasgupta’s claim that it should be dated before S'añkara, 
Had Abhinava known the work, it seems odd that he would not have quoted it any- 
where, Itis interesting to note that in the preserved portion of the commentary on 
the VB by Ksemarija, the direct disciple of Abhinavagupta, there are no quotations 
from the Y V, whereas in the later commentary ( I8th cen.) by Sivopidhyaya, there 
are numerous quotations, This seems to us to point to the fact that Ksemaraja did 
not know the work, 

| 77, [II,l8, 33 : 

शास्त्र सुबोधमेवेदं सालंकारविंभूषितम्‌ | 
काव्यं रसमयं चारुदृष्टान्तैः प्रतिपादितम्‌ di 

2, On this aspect of the work, see J, Masson and 8, K. Matilal, “A lovee 
story from eighth-century India” In the Jadavpur Journal of Comparative Litera- 
ture, I966, 

3. We think of such passages as ITI, I6. I-I7, with its descriptions of artistic 
delights, Also VIA. I0% i 5-2] for a fine discourse on the ill luck of a woman in spring 
who is not able to make love with a man. The remarkable story of Gadhi ( V. 45-50), 
who dreams, in one second an entire life that turns out to have actually taken place in 
another dimension, is replete with the most extraordinary literary passages. There is 
no finer example in world literature of a profound philosophical mind with a genius for 
artistic description, even though many of the verses betray a certain lack of tradi- 
tional literary education ( odd syntax, unorthodox similes etc, ). There is a fullness and 
an overflowing of the creative spirit in this work such as we have never come across 
in any other Sankrit text. 


4, The word gama and its derivatives are to be found on virtually every page 
of the YV (e.g. VI. 68. 29; V. 25. 4); vigranti also occurs constantly (e.g. IV. 39. 
20; VL 42. 3); camathara is also very common ( e. g. IIT. l4. 45); tanmayi is not a 
rare expression ( e. g. IV. 42. I]), Clearly the author is aware of the terms of literary 
criticism, for we find at VIB, 83. 6: वाच्यवाचकसंम्बन्थं विना बोधो न जायते | VIB. 66, ७5 
contaias a number of puns on rasa and rasikajana, à 
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Abhinava derived a great deal of his inspiration from the YV, and if the 
author of the YV succeeded Abhinava, then it is just as clear that the YV 
derived its inspiration from Abhinava. In any case, both authors are closely 
related. One doctrine which is remarkably similar to passages from the VB 
and to passages in the Tantraloka that we shall shortly examine, is the 
emphasis on being unfettered in one's enjoyment of life. Thus there is 
a passage where Vasistha tells Rama that he, Rama, is now a jivanmukta, 
who knows that his consciousness is ever pure, and so he should : ** Drink, 


live, make love, foryou have obtained the far-shore of worldly 
existence, 7 


Such verses are not rare in the YV, e. 2. : 


“Tt is all the same (if the realised man) be, with unbridled passion 
(uddamamanmatham ), given to heavy drink, or dance, or if, on the other 
hand, he abandon all society and go off alone to the mountains. ” * 


The number of verses in which ananda is described in terms to which 
we are now used from Abhinava, are legion. Here are just a few examples $ 


** That is genuine happiness wherein the mind ceases to function. Such 
happiness is not possible in heaven, just as it is not possible for a house of 
ice to exist in the desert. ” ° 


And on a theme that Abhinava will develop himself : 


* Higher than a kingdom, than heaven, than the moon, than the status 
of Maghavan and even than the delight that arises in making love with one’s 
beloved is the happiness proceeding from the extinction of desires.” * 


The YV tells us that “all beings strive for bliss”, Speaking of 
Gtmananda, a term of which the book is very fond, it says : 


2, पिब विहर रमस्व प्राप्तसंसारपार:। YV. V. 50, 75. 
2, YV. V. 56, 53: 
उद्दाममन्मथं पानतत्परों वापि Tag | 
सर्वसज्ञपरित्यागी सममायातु वा गिरौ ॥ 
3. YV. VIA 44, 26: 
यत्र नाभ्युदितं चित्तं तत्तरु|खमकृत्रिमम्‌। 
न स्वर्गादौ संभवति मरौ हिमग्रहं यथा ॥ 
4. YV. V. 74, 44: 
अपि राज्यादपि स्वर्गादपीन्दोरपि माघवात्‌। 
अपि कान्तासमासङ्गान्नैरादयं परमं सुखम्‌ ॥ 
We suppose that indu here means something like candraloka, 
B. आनन्दायैव भूतानि यतन्ते यानि कानिचित्‌। 77. VIA 08, 20. 
vu 
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| “That is the highest place, the peaceful way (i. e. state), the eternal 
du good, happiness ( Siva). Delusion no longer disturbs the man who has found 
rest ( visranti) there. ”? 


| 
| 
| I^ Such verses, many of them very lovely, could be multiplied indefinitely.’ 


l. TV, V 54,70: 
a, ` तत्पदं सा गतिः शान्ता तच्क्लेयः शाश्वतं शिवम्‌ | 
í . तत्र विश्रान्तिमाप्तस्य भूयो नो बाधते AA! ॥ 
4. Y 2, We have hardly done justice to the importance of this fascinating work. 


॥ There are many more passages relevant to the issues we are considering here, We think 
of the extraordinary explanation at VI B 83, ]8 of Siva at the end of time dancing and : 


| यन्रृद्यति हि तद्विद्धे चिद्धनस्पन्दनं निजम्‌ । It is almost identical with the explanation | 
i that Abhinava gives in the A. Bh. Vol I, p. 2l. The dance of Devi (at VI 8, 85) | 
N ‘is similarly explained and again linked up with the concept of spanda ( one of the key | 
n terms in Kashmir Saivism ), so often used in the YV (e. g. at JIL. 67, 6 itis equated 
II: with cinmdtra ). Many other passages bring to mind Abhinavagupta and his ideas on 


Santarasa, Thus at VI B 39, 36 we are told: यथा नाहं न संसारः शान्तमेवावशिष्यते | 
“when the world and the “I” disappear, only tranquillity is left.” A verse that 


Joours frequently ( with minor variations) is: न दुःखमस्ति न सुखं शान्तं शिवमजं जगत्‌ । 
(VIB 37,39) which we can compare with the NS, Vol. I, (G. O. 8.), p. 334 and 
with the verse quoted below from the Visnudharmottarapurüna. Sania is said to 
be the end of desire for which there is nothing comparable in the universe : 

इच्छोदयो यथा दुःखामिच्छाशान्तिर्यथा सुखम्‌ | 

तथा न नरके नापि ब्रह्मलोकेऽनुभूयते ॥ 
(VI B36,24) on which the commentary quotes the verse yac ca kámasukham loke 
etc. ( p. II39), which Ananda quotes in the Dhvanydloka, p. 390. The tree that gives 
yi vigranti is said ( VI B 44, 20 ) to be vairügyarasapustatma. A passage very interesting 
|| in the context of rasa is VI B 4], 5-6 : 
चिञ्चमत्कारमात्रात्मकल्पनारङ्गरञ्गनाः | 
ü संख्यातं केन शक्यन्ते खे जगचित्रपुत्रिकाः ॥ 
| रसभावाविकाराढ्यं que भिन्नैः 

रसभावविकाराळ्यं नृन्त्यभिनयेर्नवैः | 

ह परमाणुप्राति प्रायः खे स्फुरन्सम्बरात्मिकाः ॥ 
Note the commentary on this ( p. ]]50) : चिचमत्कारमात्रात्मनो ये जीवास्तेषां कल्पना- 
|| मात्रात्मके रङ्गे नृत्यमण्डपे झज्ञारादिना नानारसरज्ञना यासाम्‌ | जगच्चित्रपुत्रिक्राः खे नृत्यन्तीति Fe 


i णान्वयः | रसैः झज्ञारादिभिभावैः स्थायिभाविविकारैः कम्पखेदादिसंचारिभावेराठ्यं यथा स्यात्तथा | 
hi A similar verse, betraying the same knowledge of aesthetic theory is VI B , 8-l9: 


रसभावनमन्तस्ते मालं भवतु कर्मसु | 

दारुयन्त्रमयस्येव परार्थमिव कुर्वतः ॥ 

नीरसा एव ते सन्तु समस्तेन्द्रियसंविदः। 

आकारमात्रसंलक्ष्या BATA लता इव ॥ 

| on which the commentary ( p. 070 ) reads : यथा परेषां कौतुकार्थ नृत्यादि कुर्वत इव स्थितस्य 
| दारुपुत्रिकायन्त्रस्य नटवच्छृङ्गारादिरसभावनं नास्ति तद्गत्तवापि ङुर्वतो विषयसुखे adda रसभावनं 
tM कौतुकबुद्धिर्मा भूदिलर्थः | 
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There are many passages from Kashmir Saiva literature that helped to 
stamp Abhinava’s philosophy. Here, for example, is a fine passage from the 
Paratrimsika’ : L 

** He sees, without any doubt, through the Saktis of Siva (as if things 
were) right in front of him. This is the attainment of immortality, the’ 
experience of the Self. This is the initiation into Nirvana, and that which 
establishes the existence of the world.” * 

And here is an important verse from Somananda’s Sivadrsti? 

“ When one attains great bliss, or when one sees a friend after a long 
absence, meditating on the joy that arises, one merges into it, and one’s mind 
becomes one with it. "* 

It is impossible to say how influential for Abhinava was the Tattvaloka 
of Anandavardhana. The work has been lost, and unfortunately no quota- 
tions at all have been preserved. All we know of this work is what Abhinava | 
tells us in the fourth Uddyota of his Locana’ : that it dealt, in great detail, 
with the relation between $astra and kavya, poetry and philosophy. Most 
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On trsndsantyaga ( cf Ananda’s stháyibháva for &intarasa, namely trgnd- 
kaya ), see V 24,52. Note how dolls sing and talk with goddesses: VI B 6, 4l 
On tho mirror image, cf. II 5,6; II 3,75. Note VIA 26-36 : नाहमस्मि न चान्योऽस्ति 
न मनो न च मानसम्‌ which is a verse quoted in the Tantraloka, Vol. ll, p.44. Of. 
Tantrüloka, II p.73, The Y V, stresses the relativity of time (and how profound ex- 
periences escape from ordinary notions of duration ) : IJI 60, 22 : क्षणः AÀ भवेत्कल्पः 
कल्पश्च भवति क्षणः. Finally one thinks of the awesome : maunam evdvagisyate (VIB 
83,29). “ Only silence remains, ” 

|] Parátriméikávivrti of Abhinavagupta, ed, by M. R. Shastri, KSTS, No, 
XVIII, Bombay, I9I5, p. 258-259, 

2. साक्षात्पश्यत्वसंदिग्धमाकृष्टी रुद्रशक्तिमि: | 


इयमेवासृतग्ा प्तिरवमेवात्मनो अहः | 
इयं निर्वाणदीक्षा च विश्वसद्भावसाधिनी ॥ 
( इयं संविदिति यावत्‌ ) 
We are not sure how to take dkrstik. Is it the subject of saksat pagyati or its object ? 
3. Utpaladeva's Sivadrstivrtti, od, by M. K. Shastri, KSTS, LIV, Srinagar, 
I934, p. )2. The verse is also number 7l of the Vijidnshhairava, p. 60. Abhinava- 
gupta quotes the verse in tho ZP V V. Vol. I, p. 50 
4. आनन्दै महति प्राप्ते दृष्टे वा बान्धवे चिरात्‌। 
आनन्दमुङ्गतं ध्यात्वा तलयस्तन्मयो भवेत्‌॥ 
5. Locana, p. 533 : एतच्च अन्थकारेण (i.o. Anandavardhana ) तत्त्वालोके वितद्योक्तामिह 
त्वस्य न मुख्यो5वसर इति नास्माभिस्तददार्दितम्‌ , Itis clear from tbe Vrtti passage on p. 533 
of the D. Al, that the work dealt with what Ananda calls the &istranaya and the 


kávyanaya. The T'attváloka is also referred to by Abhinava in his Locana on Udd. I 


(p. 67). 
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likely Ananda was inspired to this from his speculations on the nature of the 
Mahabharata as both a work of philosophy and a work of poetry. We can 
justly presume that many of Abhinava’s ideas come from this text. 

Another question that must go unanswered, though it is rich in possi« 
bilities, is Abhinava’s debt to Buddhism. We simply do not know anything 
definite on this problem at all, though it is very tempting to speculate.’ 


t 
INFLUENCES FROM SPECULATION ON Santarasa 


It is clear that Abhinava did have access to certain old manuscripts of 
the Natyasastra in which nine rasas were enumerated, including $antarasa, 
and notthe usual eight. Apart from the famous Kalidasa passage" which 
mentions only eight, there is reason to believe that Abhinava himself realised, 
with an extraordinary display of intellectual integrity, that eight was the 
older and more genuine reading. We say this because when he quotes the 
verse from the NS? enumerating the rasas, in the Locana, he quotes the 


l; Abhinava of course knew Dharmakirti whom he refors to with great 
respect in the IPV V, e. g. Vol. II, p. UL : प्रामाणिकोऽप्यार्यधर्मकीतिराचार्यदिकनागग्मन्थानु- 
रोधात्तत्पक्षपातांदेवमभिधत्ते, न पुनरस्य स्वरुचिरेषेति. He again refers to him by name at 
IPVV,I,279; 0,46 and ॥74, He mentions the Pramanavarttika by name at several 
places in the lPVV. E.g. Vol. ll, 220; 223; 228; 234; 400; Vol, IIL. p. ll; 72; I03; ।श/; 
38; ]40; 200; 389 and 397. In defending dhvani against those who claimed that it was 
ineffable, Ananda has the following lino : यच्त्वनिर्देश्यत्व॑ सर्वलक्षणविषयं बौद्धानां प्रसिद्धं तत्त- 
न्मतपरीक्षायां ग्रन्थान्तरे निरूपयिष्यामः | इह तु अ्रन्थान्तरश्रवणलवप्रकाशनं सहृदयवैमनस्वप्रदायीति न 
प्रक्रियते । Abhinava, commenting on this passage ( Locana, p. 5l9 ) remarks : ग्रन्थान्तर 
इति | विनिश्चयटीकायां धर्मोत्तर्या या विवृतिरमुना स्रथकृता कृता तत्रैव तद्ट्याख्यातम्‌। It is really most 
unusual that Ananda should write a commentary on a Buddhist text, This certainly 
shows that Buddhist doctrines must have exercised at least a fascination for Ananda 
and thus for Abhinava as well. Under NS. Vl. 45 (G.0.8.p. 299), there is Abhi- 
navu’s odd remark that some who believe in Sdutarasa add the Buddha as tho devata : 
बुद्धः शान्तेडब्जजो 5द्भुते इति शान्तवादिनः केचित्पठन्ति | He then goes to remark : बुद्धो जिन: 
परोपकांरेकपरः प्रबुद्धो वा । Is it not significant that the only drama that Abhinava quotes 
from in support of &intarasa is the Buddhist drama, the Nágánanda * Oddly enough, 
however, there exists at present no Buddhist text on alaikdragastra. It seoms rather 
unlikely that Dharmakirti wrote a work entitled simply ““Alankdra”, as Kane has noted 
(H.8. P. p. 65) : “ 8o the Buddhist logician and philosopher Dharmakirti may have 
been a poet, but there is nothing to substantiate the claim to regard him as a writer 
on Alaiükára, " See Sivaprasada Bhattacharya, “ Studies in Indian Poetics ”, Calcutta 
964, which contains the reprint of an article entitled “ The Neo-Buddhist Nucleus in 
Alankárasüstra ", though as Kane points out, the quotation from the Vasavadattd is 
at the most ambiguous inspite of what Sivarüma says. There seems to us no likeli- 
hood that the karikas of the Alañkürašekhara could be by Dharmakirti though we 
have no space to give our arguments. Note finally that Abhinava often quotes ono 
Rühula, a commentator on the NGfyaidstra, and that this is a Buddhist name, 

- 2. Vikramorva$iya, Il, ]8. 

3. NS VI, l5, quoted in the Locana on p. 83, 
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verser with only eight rasas. Moreover, throughout the A. B! he speaks, 
whenever he mentions santa, of those who “ read ” Santa. We cannot there- 
foré know how old the doctrine of SR is. The first author of known date 
to mention SR is Udbhata,’ who simply includes it in his enumeration 
of all the rasas without further comment or explanation. The interpolated 
Santarasa passage in the NatyaSastra, whatever it was (for it is clear that the 
present passage is not likely to be precisely the one that Abhinava commented 
on?), is nonetheless likely to have been the earliest reference to SR that 
Abhinava knew. If we, purely tentatively, place the core of the NS around 
the fourth century A. D., then all we can say is that SR must have been add- 
ed to the text sometime before the time of Udbhata, i.e. the eighth century 
A. D. (unless we are to argue that it was Udbhata who first spoke of SR 
which seems most unlikely in view of the fact that he has nothing whatever 
to say about it, beyond naming it). However, it is clear that for Ananda, 
SR was a matter of controversy. Had the passage from the NS already 
existed, and had Ananda felt that it was genuine, there would be no reason 
for him not to have mentioned this fact in his D. Al., while discussing SR. 
The fact that he did not, makes us suspicious of its existence in his time.- 
But if it was not existent, this means that it was added between the time of 
Ananda and Abhinava, i. e. only a space of about one hundred years. Is 
this sufficient for Abhinava to speak of ** old " manuscripts which contained 
the SR additions? 


x : + : 

The influence on Abhinava of Ananda’s speculation on SR will become 
clear from the passage we translate below. The importance of the NS passage 
(and related verses, which though they do not specifically mention SR, yet 
seem to Abhinava to imply it) will also be clarified in part II of this volume 
But here we should say something of several passages* which claim to be 
old, but which can at best be described as suspect. 

T g. A. Bh. Vol. ], p. 299 and 332 

2. Udbhata, Karyálankarasarasañgrakha, IV. 4. 

Note that Vararuci's Ubhaydbhisdrikd mentions a drama contest in which the 
phrase asian rasüh occurs ( Caturbháni, Madras, ]922, p. I3). See A, K. Warder and 
TT. Venkatacharya's recent translation, Madras, I967 

3. Forone thing he does not comment on all of the passage, and for another, 
the terms used contradict his own, Thus the sthüyibháva is gama ( which Abhipnava 
attempts to interpret ), and tattvajfióna is given (p. 332, NS. ५०,], G. O. S.)asa 
vibhava of Santa! 

4, One shonld note too the passage from the VJ of Kuntaka, In his résumé 
of the fourth unmesa, S. K. De quotes a line on this subject ( p. 239, second edition ) : 

रामायणमहाभारतयोश्च sears पूर्व॑सूरिभिरेव निरूपितम्‌ । 
« Ancient sages have doseribed {inte as the main rasa of both the Ramayana and the 
( Continued on next page 


B ara 


In the twentieth chapter of the Visnudharmottarapurana, we find the: 
following stanzas : 

* Santarasa is to be considered as independent and as standing 
separate. " ! 


The point here is that four of the other rasas give rise to four others 
according to Bharata. Since Bharata does not mention $znta, and since there 
are only an even number of eight rasas, there is nothing it could come from. 


“ O King, they say that santa arises from vairagya. Itcan be enacted 
by means of taking on religious paraphernalia and through such means as 
compassion for all beings, meditation, encouraging others towards the path 
of moksa etc." 


, 4 T fi 
* Santarasa is that wherein one feels the same toward all creatures, 
where there is no pleasure, no sorrow, no hatred and no envy. ” š 


It is clear that these lines are simply a pastiche of the various passages 
which the reader can see in Part II. It seems to us unlikely that this passage 
antedates Abhinava. The editor, Miss Priyabala Shah, thinks differently : 
* Thus in the present stage of our knowledge, it would be safe to put 
Visnudharmottara somewhere between the first or rather the second half of 
the fifth century A. D., and the first half of the seventh century A. D., i. e. 


between circa 450 and 650 a. p. "* But in dating any Purana text, to date 
more than single sections (and indeed, perhaps more than single stanzas ! ), 
even very roughly, is a hazardous undertaking. It is perfectly possible that 
certain sections of the VDP are as old as Miss Shah claims the whole is, but 


Continued from previous page ) 
Mahabharata”, This can only be a reference to Ananda’s fourth Uddyota ( Karika 5, 
the vrtti on this). The puzzling thing is that Ananda describes karuna as the aagirasa 
of the Ramayana, and not Santa! ( Moreover, is it not a bit odd to refer to Ananda 
as pūrvasūribhih ?) Note that the MS of the Vakroktijivitam breaks off in the middle 
of a sentence discussing the Nágünanda (De, op. cit., p. 246 ) (although Dr. Nagendra 
in his “Hindi Vakroktijivita” claims that the work cannot be said to be incomplete 
since it deals with all the six topics it mentions at I, 8, although of course there is no 
colophon ) and we cannot know, therefore, what rasa Kuntaka held to be the major 
one in the Nágànanda. 
I. Visnudharmottarapurana ( VDP) p.00, Vol. I, 9-ll. 
शान्तो रसः खततन्त्रो$त्र पृथगेव व्यवस्थितः | 

जञान्तस्य तु समुत्पत्तिर्नृप वैराग्यतः स्म्रता d 

स चाभिनेयो भवति लिज्ञग्नदणतस्तथा ॥ 

सर्वभूतदया'ध्यानमोक्षमार्गप्रवर्तनेः | 

नास्ति यत्र सुखं दुःखं न द्वेषो नापि मत्सरः | 

समः सर्वेषु भूतेषु स शान्तः प्रथितो रसः। 

VDP, third Kanda, Vol. L, O. I, Baroda, I958, p. XXVI. 


ABHINAVA'S PHILOSOPHY OF AESTHETICS 37 


there is no likelihood that the same is true of the Alañkara sections. It 
would be preposterous to hold that such a composite and clearly derivative 
work as the VDP (indeed any Purana) actually originated an idea such 
as SR. 


This same reasoning can apply to the Jain text, the Amuyogadvara- 
sūtra? We cannot of course say for certain that the followiug passage is 
interpolated, and thus it could, in theory, be as old as the fifth century A. D. 
‘But the possibility of interpolation, especially in the case of a text that 
provides examples of numbered objects, is not unlikely. In any case, this 
could not possibly lie at the origin of SR, especially since it is the only 
reference to $antarasa in Jain literature before the tenth century A. D. 


णव FAA पण्णत्ता, तं जहा-- 
बीरो सिंगारो अब्भुओ sr El अ होइ बोद्धव्यो । 
वेळणओ बीभच्छो हासो कळुणो qe अ ॥ 


निद्दोसमणसमाहाणसंभत्रों जो पसंतभावेणं । 
अविकारठक्खणो सो रसो पसंतो त्ति णायव्वों || 


पसंतो रसो जहा--- 
सब्भावनिब्विगार उवसंतपसंतसोमादिट्टीअं | 
ही जह मुणिणो सोहइ मुहकमळं पीवरसिरीअं || 


“ There are nine? rasas in poetry. They are: 


* The heroic, the sexual, the wondrous, 
the wrathful, as well as shyness, 

the disgusting, the comic, 

the pathetic and the calm’. 


Süntarasa is to be known as characterised by an absence of ( mental ) per- 


I. We have used the Agamodaya Samiti edition, Pothi form, Bombay I924, 
with Maladhiri Hemacandrasüri's ( not Hemacandra, the author of Kávyánu$ásana ) 
Sanskrit commentary. We have just received a very fine edition of the Nandi- 
suttam and the Anuogadddram, ed, by Muni Punyavijaya, Pt. Dalsukha Malvania 
‘and Pt, Amritlal Mohanlal Bhojak, Jain-Agama Series No. , Shri Mahavira Jaina 
Vidyalaya, Bombay, ]968, See p. ]2l, St. 262. For the date of this text see the exce- 
Ment introduction to this volume, 


2. Note that bhaydnaka is not included in this list. In its place is velanao 
(vridanaka ), the sthayibhava of which is vridd, or lajja ( p. I37-I38), According ta 
the commentator, bhaydnaka is included under raudrarasa, 
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turbation; as arising from composure of the mind divested of all passions 
and as marked by tranquillity. 


Here is an example : 2 

* Oh, ( look ) how the lotus-like face of the sage shines! It is-full of 
the beauty (of mental calm) and genuinely devoid of any contortions (due to 
the upsurge of passions), with its calm (devoid of all urge to look at beautiful 
objects ) and gentle eyes unperturbed (by anger, lust, etc. LT 

Even if both of these passages were older than Abhinava, there is little 
likelihood that he would have seen either. 


TANTRIC INFLUENCE 

The only contemporary description we have of Abhinavagupta is one of 
exceptional interest. Allowing of course for stylisation, the picture is none- 
theless extremely vivid. Abhinava is presented as a mystic of a most unusual 
sort : he is surrounded by women, playing a musical instrument ( it is not un- 
likely that this was at the time of Abhinava's life when he was expounding 
the text of the NS on music), drinking wine and yet engaged in the most 
intellectual of pursuits, commenting on a text. The work is called the 
Dhanyasloka, and consists of only four verses. According to Prof. Pandey, 
the man who wrote them was a direct disciple of Abhinava, and actually saw 
him as he describes him in the verses. Here is our translation of this impor- 


tant passage : 

* May the glorious god Daksinamirti ( Abhinavagupta ) who is an 
incarnation of Siva, protect us! Out of his deep compassion he has taken a 
new bodily form and come to Kashmir. He sits in the middle of a garden of 
grapes, inside a pavilion made of crystal and filled with beautiful paintings. 
The room smells wonderful because of flower garlands, incense-sticks and 
(oil -) lamps. Its walls are smeared with sandal-paste and other such things. 
The room is constantly resounding with musical instruments, with songs and 


š l. Hemacandra explains nirdosa as himsüdidosarahita. Samüdhána is 
होत्सुक्यनिवृत्तिलक्षणं स्वास्थ्यं | He takes prasintabhavena 
* arising from the renunciation of 
But this involves repeating the idea conveyed by nirdosa. We, 
as standing for prasantabhavena upala sitah (the instrumental 
), and take prasantabhava to mean pra£ántatva, 


composure of the mind ; विषयाद्योल 
in the sense of krodhddiparitydgena jayamanah, 
anger, etc.” 
therefore, understand it 
of characterisation —upalaksane triiya 
i.e. the same thing as Sama. 


9, Our translation of this stanza follows the commentary, p. 39. There is 


one puzzling word there ; on p. l40 the commentary writes : पद्य भो! यथा gada- 


कमलं शोभते | कथं भूतम्‌ १ | सद्भावतों न मातृस्थानत:, Now what do 
sthana is a wrong sanskritisation of m 


es this matrsthanatah stand 


nüitthána for mayasthana, 


for? Perhaps mā 
i. e, “not with deceit, sincerely. ” 
3, K. C, Pandey, Abhinavagupta, p. 20, 
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with dancing. There are crowds of women Yogins and realised beings 
(siddha) with magic powers. It is equipped with a golden seat from which 
pearls are hanging. It has a soft awning (talima) stretched over it (asa 
canopy). Abhinava is attended by all his numerous students, with Ksemaraja 
at their head, who are writing down everything he says. To his side stand 
two women, partners in Tantric rites (dati), who hold in one hand a jug of 
wine ( Sivarasa ) and a box full of betel rolls, and in the other hand a lotus 
and a citron. Abhinava has his eyes trembling in ecstasy. In the middle of 
his forehead is a conspicuous tilaka made of ashes, He has a rudraksa bead 
hanging from his ear. His long loose hair is held by a garland of flowers. 
He has a long beard and golden (reddish-brown ) skin; his neck is dark 
with shining yaksapanka powder. His upavita string is hanging down loose 
from his neck. He wears a silken cloth (as a dhoti ) as white as moon- 
beams, and he sits in the Yogic position called virdsana. One hand is held 
on his knee holding a rosary with his fingers clearly making the sign ( mudra) 
that signifies his knowledge of the highest Siva. He plays on his resonating 
Tute with the tips of the quivering fingers of his lotus-like left hand ”2 
Clearly this is a picture of a Tantric rasika. It would be a grave 
error to suppose that Abhinavagupta accepted only a token form of 
Tantrism.? The Kaula system on which he comments so elaborately in 


l The text has been edited by Pandey, op. cit, p. 738 from a single manus 
script preserved in Banaras : ë 


द्राक्षारामस्य मध्ये स्फाटिकमाणिमये मण्डपे चित्ररम्ये 
पुष्पस्तग्धूपदीपैर्हलपरिमले चाचिते चन्दनाच्ैः | 
वाचैगींतैः सनृत्यै: सततमुर्खारेते योगिनीसिद्धसंधै- 
राकीर्णे eins मृदुतलिमितले बद्धमुक्ताविताने ॥ 
आसीनः क्षेमराजप्रभतिभिरखिलेः सेवितः शिष्यवर्गैं: 
पादोपान्ते निषण्णैरवहितहृदयैरुक्तमुक्तं feat: | 
द्वाभ्यां पार्श्वस्थिताभ्यां शिवरसकरकं पूर्णताम्बूलपेटीं 
दूतीभ्यां बिश्रतीभ्यामपरकरलसन्मातुलिङ्गोत्पला भ्याम्‌ ॥ 
आनन्दान्दोलिताक्षः स्फुरक्रतातिलको भस्मना भालमध्ये 
रुद्राक्षोछासिकर्णः कालितकचभरो मालया हरूम्बकूर्च:। 
रक्ताङ्गो यक्षपङ्कोलसदसितगलो लम्बमुक्तोपवीतः 
क्षौमं वासो वसानः झाशिकरधवलं वौरयोगासनस्थः ॥ 
जान्वासक्तैकहस्तः स्फुटपरमशिवज्ञानमुद्राक्षसत्रो 
वामश्रीपाणिप्भस्फुरितनखमुखैवांदयन्नादर्वीणाम्‌ | 
श्रीकण्डेशावतारः परमकरुणया प्राप्तकाइमीरदेशः 
ania: पातु साक्षादभिनववपुषा दक्षिणामूतिदेवः ॥ 
2, For good bibliographies on Tantrism, see M, Eliade, « Yoga, Immortality 


and Freedom”, Bollingen Series, Pantheon Inc, N, Y, 958, and A, Bharati, * The 
Tantric Tradition", Rider & Co., London, I965, ~ 


vor 
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d most Indians who knew anything 


his Tantraloka repelled all Westerners an 
ly one of the most interesting forms 


‘about it. This is a great pity, for it is sure 
of practical mysticism ever invented. What concerns us here is the adiyaga, 


the rahasyavidhi (secret ritual ) belonging to the Kaula school. Abhinava 
devotes the whole of the 29th ahnika of the Tantraloka' to very elaborate 
explanations of this ritual. The text is extremely obscure on those passages 
that interest us the most, partly on purpose? and partly because this subject 
has been rarely seriously studied, so that one is ignorant of most of the 
technical terms. In fact, apart from K. C. Pandey’s use of the Tantraloka 
in his work on Abhinavagupta, nobody else seems to have used, for any 
‘extensive purpose, this massive text? What is of interest to us is the 
‘similarity this process bears to a dramatic performance and the influence 
that this must have exercised on Abhinava’s incipient theory of aesthetics.* 
The ritual is in fact an elaborate play that takes the greater part of the day. 
The goal is the same as the goal in any ordinary drama, to reach a state of 
perfect equanimity, blissful repose, where the Diiti identifies herself with 
Sakti, and the male identifies himself with Siva. As Abhinava puts it in an 
extraordinary verse in this section : 
«T do not exist, nor does anyone else. Only as Saktis do I exist.” disi 
one meditates, for even a moment, on one's real natural ( Self) that is pure rest, 
‘then, one bocomes (like) a great bird, and finds a woman to make spiritual 


l. Tantraloka, Vol XI, part I, p. I-72. 
2, Op. cit., p. LI5, verse 69 : 
न पठ्यते रहस्वत्वात्‌ स्पष्टैः शब्दैर्मया पुनः d 
See also p. I9, Jayaratha : 
स रहस्वत्वात्‌ समयभज्ञभया्च नेहास्माभिः प्रदर्दितः । 

8. Professor R. Gholi writes bo me ( June II,I969) : “I have just completed the 
Tantráloka by Abhinavagupta, which has kept me very busy for 
published by a Firm of Turin, in Italian ". 

d K.C. Pandey (Abhinavagupta, p. 33) 
due to what must have been a 
loka in the Küvyamülàá edition, 


translation of the 
several years. The book will be shortly 

4, Although Kane (H. S. P., p. 242) an 
place the Tantraloka earlier than the Locana, this is 
wrong reading in the early editions of the Dhvanyd 
There the reading was given as— 

तदुत्तीर्णत्वे तु सर्व परमेश्वराद्वयं ब्रह्मेसस्मच्छाख्रानुसारेण विदितं तन्रालोकम्रन्थं विचार्यं | 
These readings do not fit the context as well as the reading given by Kuppuswami 
Sastri in his edition, p. I25 : 

तदुत्तीर्णत्वे तु सर्व परमेश्वराद्वयं ब्रह्मेयस्मच्छास्त्न 

This is also the reading given in 

5. Verse 64, 9. 44: 

नाहमस्मि न चान्योऽस्ति केवला: शक्तयस्त्वहम्‌। 
(इत्येवं वासनां कुर्यात्‌ सर्वदा स्मृतिमात्रत: ॥ ) 

Note that the first part of this verse (náham asmi na canyo १888) is identical with a 
stanza in the Yogavásistha, VI A, 26, 36, p. 828. It is found with variations, through- 


out the 77, 


Jaran न न विदितं तत्त्वालोकग्रन्थं विरचयतेत्यास्ताम्‌। 
the edition with Bálapriyá. 


r` 
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Iove to”.  Abhinava uses the same terms for both experiences! The 
whole ritual, according to Jayaratha, in his remarkable commentary on the 
Tantraloka, is to “reveal” or “suggest” (abhivyakti)? atmananda. The 
strangest and the most disturbing element in the ritual involves the Dati 
(note the similarity to love-poetry, where every Nayika must have a Dati). 
The culmination of the ritual is concerned with this Dati, who identifies 
herself with Siva’s Sakti. Jayaratha quotes a text to the effect that this Duti 
should be à 

` * One's own wife, one's sister, one's mother, one's daughter or one's 
beautiful friend ”.$ 


But Jayaratha points out that Abhinava (?) did not accept one's own, 
wife as a Dati, for one might conceive purely carnal lust in her case,’ which 
£oes against the whole ritual! where the goal isto entera state of pure 
Consciousness.’ The Dati is very elaborately described in fourteen verses 
from the Sritantrarajabhattaraka, with all the paraphernalia of a mahà- 
kavya. Now follow the ordinarily? forbidden acts," the three makaras : 


l. The rest of the stanza is taken from Jayaratha, p. 45: 
क्षणमप्यत्र विश्रामं सहर्ज यदि भावयेत्‌ | 
तदा स खेचरो भूत्वा योगिनीमेलनं लभेत्‌ ॥ : 
2. Thusonp.ll8, verse 76,the words camatkrti, rosa and ananda are all found. 


3. The same idea is found in the Kulárravatantra, under V. 80 ( Jivananda 
Vidyasagara's ed, ) 


आनन्दं ब्रह्मणो रूपं तचच देहे व्यवस्थितम्‌ । 


तस्याभिव्यञ्जकं मद्यं योगिभिस्तेन पीयते ॥ 
Cf. what Jayaratha says on p. I02: 


स्वानुभवमात्रैकरूपस्यार्थस्य प्रकारकमभिव्यज्ञकामित्यर्थः | 

4, Jayaratha, p. 72: 
स्वपत्नी भगिनी माता दुहिता वा शुभा सखी | 

5. Jayaratha, p. 73 : 
स्वपल्न्यां fe रिरंसासंभावनाया आपि अवकाशः स्यात्‌।  यवुक्तम्‌ -- 
दूतीं gag कार्यार्थी न पुनः काममोहितः । 

6. Of. p. 67, Jayaratha 

एवमेतत्कुलमार्गानुप्रविष्टेन सर्वथा स्वात्मानन्दव्यज्ञकतामात्रपरतया सेव्यं, न तु तद्र्धेन l 
( not out of greed ) 
7. Jayaratha, p. 72 : अनवच्छिन्नपरसंवित्स्वरूपावेशः | 
8. Jayaratha, p. 68-69 


9. Jayaratha often quotes verses in support of the seriousness of the aspirant 
e.g. on p. 67 ( under verse 99 ) 


विना ge विना देवं मूढवत्परमेश्वरि | 


मद्यमांसाशिनो नित्यं पवस्ते न संशयः dI 
I0, Verse l0, p. 7 


अत्र यागे च यद्द्रव्यं निषिद्धं शास्त्रसंततो । 
तदेव योजयेद्धीमान्‌ वामाम्ृतपरिश्रुतम्‌ ॥ 
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wine (madya also called Sivarasa at V. I7), meat (mamsam) and love- 
making (maithuna). These three, when combined together, give the highest 
bliss ( ananda) and the highest bliss is none other than Parabrahman.* 
Abhinava points out that this ritual expands ( vikasa) the heart, by inducing a 
state of complete freedom from desire (nairakanksya), since one’s body 
(through the use of perfume, incense and flowers, verse 08, p. 77 ) and mind, 
are mutually satisfied. The actual sexual union,’ described in verse 50 is 
said to give rise to anandavisranti, “rest in bliss”, on which Jayaratha has 
the significant gloss ( p. 36 ) of svatmacamatkara. In his exposition, Abhinava 
uses the term Santa several times (e. g. verse I33, p.95) and many other words 
and concepts which were to form his theory of aesthetics. Finally one of the 
major verses makes this comparison that we have been drawing inevitable : 

* Because of the flow (rasa) of desire, through the force of the relish 
(carvanà) of outward things, which are filled with one's own flow (?), one 
attains the state of complete repose (visrantidhama) and all phenomenal 
objects (comm. bhavajata) are merged into one’s own Self. "3 


l. Verses 49-50, ‘The verses actually dealing with intercourse (e. g. l II-I27) 
are deliberately couched in obscure and symbolic terms, 80 that itis very dificult to 
understand precisely what is meant. There isno doubt thab the sexual act is preceded 
by elaborate fore-play directly acted out, but symbolically interpreted. Thus Jaya- 
ratha on verse ll4, p.83 writes: अथ चात्र परस्पराहननालिज्ञनपरिचुम्बनादिलक्षणः क्षोभः । 
The passages concerning the actual ejaculation of semen are the most obscure of all, 
It is clear from p. 89 and elsewhere that the face of the Sakti is the most important 
cakra of all, and it would seem, though we are not certain if we have understood the 
passages correctly (9. g. p. 88 ), that the man ejaculates in the mouth of the woman. 
From the many quotations that Jayaratha cites, it is obvious that there existed a very 
elaborate and serious literature on this subject, unfortunately lost today, In explain- 
ing the difficult verse on p. Nl, (verse I28) Jayaratha explains that the semen 
should be passed back and forth from the mouth of the woman to the mouth of the man, 
and finally poured into a consecrated vessel. Several verses from “ the ágamas " 
are quoted in support, e. ४. p. 93: 

वक्‍त्राद्रकत्रप्रयोगेण समाहत्य ACT | 
तेन संतर्पयेचक्र देवतावीरसंयुतम्‌ | 
Abhinava himself discusses various forms of ejaculation, all supported by ancient 
authorities, The subject, of enormons interest to students of religion and of pyscho- 
logy, deserves a close and impartial investigation. 
2, T. Al. verse 97, p. 64: 
आनन्दो ब्रह्म परमं तच देहे त्रिधा स्थितम्‌ । 
उपकारि द्वयं तत्र फलमन्यत्तदात्मकम्‌ ॥ 
Dvayam in this verse is explained by Jayaratha as wine and meat, Anyad is sexual 
intercourse, Note that Abhinava himself, verse 99, and Jayaratha as well, are careful 
to point out that t he reason for engaging in such rituals must be transcendental, and 
not lust or greed, p. 66-67. 
3, 2, Al, 37, p. 97 : 
रणरणकरसाज्निजरसभरितवाहिर्भावचर्वणवरेन । 
विश्रान्तिधाम किंचिलब्ध्वा स्वात्मन्यथार्पयेत्‌ ॥ 
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Abhinava uses very similar terminology! when speaking of $rigararasa 
in the Abhinavabharati : 

“ The joys of sex really apply to those who are in love with one ans 
other. Because it is only when one is in love that there is continual (dhara) 
repose in sheer happiness. ” 2 


Leaving aside the extremely curious sexual contacts with one’s own 
family ( which require a very careful pyschological, or pyschoanalytic analysis 
if the significance is to be found), there is nothing in the rest of the ritual that 
does not bear a close resemblance to the theatre. Surely such Tantric rituals 
affected Abhinava’s views on the eventual goal of art, and led him to his 
transcendental theories on the aim of the aesthetic experience. The combina- 
tion was unique in all of Indian history, and has produced one of the great 
monuments to the complexity and profundity of the human mind. If we 
sneer at the sexual elements, we reveal more about our own inadequacies and 
parochialism than about the ritual itself. It is only a lack of respect for the 
texts that will allow us to dispense with such passages under the excuse that 
they are “indecent ”, for this they are surely not. 
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It is of course impossible to give more than a brief sketch of Abhinava’s ` 
amazingly rich range of thinking on aesthetic topics. What we wish to do 
here is to quote two long passages from the Locana with a translation. In 
the first, Abhinava gives a brief survey of his own philosophy of aesthetics, 
the earlier draft of his famous statement in the A. Bh. on the rasasiitra of 
Bharata. The second passage we chose because it serves to illustrate how 
these principles will apply to a concrete literary situation. Before giving the 


l Note how similar this is to XXVIII. 20, p. 0 vol, XI of the 7'antráloka 
where the actual comparison with the theatre is stated : 


यथा भ्रेक्षणके तत्तदद्रष्टसंविदभेदिताम्‌ d 
क्रमोदितां सद्य एव लभते THA | 
योगाभ्यासक्रमोपात्तां, तथा पूर्णा स्वसंविदम्‌ ॥ 
Note also the preceding verso, no, ]8, where the participants in the mystic cakra must 
be pirnasamvid and capable of tanmayibhavana, again the very terms used by 
Abhinava in the Locana and the Abhinavabharati : 
तच्चक्रचारनिष्णाता ये केचित्पूर्णसंविदः । 


तन्मेलकसमायुक्तास्ते तत्पूजापराः सदा ॥ 
The next verse ( p. I0 ) speaks of tanmaya, 


2, A. Bh,, Vol. L, p. 302: 
रतिक्रीडासार्ध च (रतिः क्रीडा । सा च) परमार्थतः कामिनोरेव । 
तत्रैव सुखस्य धाराविश्रान्तेः | 


The next line, beginning aparasya tu and ending paramo bhogah is, we feel, 
important, but unfortunately we are unable to make good sense of it, 
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passages however, we thought it would be helpful if we indicated certain 
important ideas of Abhinava from his philosophical and literary works that 
will serve as an introduction to the two difficult passages to follow. ( As 
fhe reader has probably already recognised by now, all of Abhinava ‘is 
more or less difficult. It is impossible, unfortunately, to read his works the 
way one reads the Dhvanyaloka, with immediate comprehension. Almost 
every sentence of Abhinava's is a puzzle which must be carefully pondered’ 
before it yields up its meaning, and even then we are not always certain to: 
have understood correctly. ) š 


. In his philosophical works, we find Abhinava moving towards a 
synthesis of aesthetic pleasure and philosophy. The most important passage. 
in this respect is from Abhinava’s commentary on Utpala's vivrti on the 
I$varapratyabhijnakarika.! Parts of it are corrupt, or at least we have not been 
able to make perfect sense of every sentence. Here is a tentative translation? : 


* And so it has been said by Šri Bhattanarayana :* “ Whatever bliss 
is to be found in all of the three worlds is only a drop from the ocean of 
bliss that is the god ( Siva )to whom I bow down," And so when a gourmet 
tastes drinks ( rasa) such as a delicious beverage, he behaves very differently 
from a glutton, and distinguishes carefully : “ Ah, this is like this.” * Ashe 
does so, since he takes rest in his Self as the knower, and takes into account 
predominantly only that element, namely the knowing subject, he is called 
bhuñjāna (* one who enjoys"). Whenever one completely passes beyond an 
ordinary state (anyathabhava) and enjoys happiness, because such possible 
obstacles as ( the desire for) material gain, etc., have been excluded, as for 


l. IPVV. Vol. IL, p. I78. 


2. त्रैलोक्ये उप्यत्र यो यावानानन्दः कश्चिदीक्ष्यते । 
स बिन्दुर्यस्य तँ वन्दे देवमानन्दसागरम्‌ ॥ 

इति श्रीभट्टनारायणेन | तथा च मंधुरादौ रसे और्दरिकाभ्यवहारवैलक्षण्येन प्रवृत्त इदमित्थमिति 
प्रमातरि विश्रमयन्प्रमातृभागमेव प्रधानतया विमृशन्‌ ST इत्युच्यते । यत्राप्यत्यन्तमन्यथाभावमतिक्रम्य 
सुखमास्वाद्यते ` अर्जनादिसंमाव्यमानविक्नलान्तरनिरासाद्वैषयिकानन्दविलक्षणशङ्गारादौ नाट्यकाव्यादिविषये, 
तत्र वीतविप्नत्वादेवासौ रसना ator fet प्रतीतिः प्रमातृताविश्रान्तिरेव, तत एव हृदयेन परामर्द- 
लक्षणेन प्राधान्याङ्ग्यपदेइयाव्यवस्थितस्यापि प्रकाशभागस्य वे्विश्रान्तस्वानादरणात्सहृदयतोच्यते इति 
निविंधाखादरूपाश्व रसनातद्गोचरीकार्याश्चित्तवृत्तयो रसा नवेखयमर्थोऽभिनवभारत्यां नाट्यवेदविवृतौ वित्य 
व्युत्पादितोऽस्माभिरिति | तत्कुतूहली तामेवावलोकयेत्‌। इह तु प्रकृतविश्नकारित्वान्न विततः | तस्मादनुप- 
चरितस्य संवेदनरूपतानन्तरीयत्वेनावस्थितस्य स्वतन्त्रस्यैव रसंनेकघनतया परामर्दः परमानन्दो निर्वृतिः 
श्वमत्कार उच्यते | तस्माथुक्तमाह चमत्कृतेरभावात्‌ 0 मधुरादिरसास्वादे तु ` विषयस्पर्शव्यवधानम्‌ | 
ततोऽपि काब्यनास्यादौ तद््यवधानशून्यता तब्व्यवधानसंस्कारानुवेधस्तु । तत्रापि छु तथोदितव्यवधानां- 
शतिरस्क्रियासावधानहृदया लभन्त एव परमानन्दम्‌ | 
3. Bhattanirayala’s Stavacintámani, 6l. 

4, This phrase occurs often in the Locana, ७, 2. p. 97. 
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instance in the context of a play or a poem where $rigara, in which the 
pleasure experienced is different from the kind of pleasure we derive from 
objects in the world, (is the subject matter), because of the very disappearance 
.of obstacles (such as desire for material gain, etc.,) this is called rasand, 
carvana, nirvrti, pratiti and pramatrtavisranti (“ rest in the Self”). And then 
because of not caring for the established element of illumination which rests 
“on the object to be known, there is said to be sensitivity — the aesthetic 
“experience whose nature is undisturbed relish, and which is designated ( as 
sahrdayatà ) principally because of the hrdaya ( heart ) consisting in conscious- 
„ness ( paramarsa). And so aesthetic experience ( rasan@) consists in tasting 
(asvada) without any obstacles. The idea that the states of mind which 
are the objects of this aesthetic experience are the nine rasas has been 
examined at great length in my commentary on the Natyaveda, the Abhi- 
navabharati. Anyone interested in this question should, therefore, consult 
that book. Since it is not really germane to the present issue, I have not 
-examined it at length ( here). Therefore, paramars$a, ( consciousness), parą- 
mananda ( highest bliss), nirvrti (happiness), are all called camatkara, because 
.of the completeness (or compactness — ekaghanata)' of the aesthetic 
experience ( rasana). Therefore, he correctly said : “ Because of the absence 
of camatkrti". In the tasting of a delicious beverage and other liquids, 
however, there intervenes a contact with an object of the senses, whereas 
in poetry and drama there is a far greater absence of such intervention, 
although even there, the latent impressions (samskara) of such sensory 
contacts permeate the (spectator). Still, those whose hearts are careful 
to dispel the part of the customary intervention of sensory contacts will 
attain the highest bliss ''.? 
This passage? is quoted in the context of camatkrti,s one of the 


l. On ekaghanata see Gnoli, op. cit. p. 58. 

2. There are several difficulties in this text, and we are not certain of having 
understood the exact implication of some of the phrases, E. g. eyapadeáyávyavasthita- 
syápi prakasabhagasya vedyavigrantasya is not clear. In the expression tato’pi kávya- 
natyadan tadvyavadhünasünyatü, we take tato'pi to mean tato'pi adhiká and have 
translated accordingly, The words tasmad anupacaritasya ... svatantrasyaiva rasa- 
naikaghanataya are baffling. 

3. After translating the above passage, we have found that Gnoli, in the 
second ed, of his ** The Aesthetic Experience According to Abhinavagupta " translates 
the very same text in his Introduction, p. XLILI-XLV, but, oddly enough, he does not 
give the reference. We are afraid that we cannot follow his translation, See how- 
ever his Essenza dei Tantra (Torino, I960) an Italian translation of Abhinava's 
Tantrasüra, Attention was first called to this important passage by K. C. Pandey in 
his Comparative Aesthetics, Vol. I, first ed, ]950, on p. 94. The reference he gives is 
Brhat Vimar$ini ( Ms, ) 407 (I. 5.  ), to which he provides the text on p. 42]-422, 

4. See in V. Raghavan, * Some Concepts of the Alankara Sastra”, the short 
essay on Qamatkára, p. 268-27], 
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i i) key terms for Abhinava. He gives, in the A. Bh. a very lovely example of 
| É its use: : 

i ** Visnu is still in a state of wonder (camatkaroti ), for, how strange, the 

शि thighs of Laksmi as white as a sliver of the moon, were not broken by 

ü ( the churning of the ocean with ) Mt. Mandara.” ° 


Tan He then provides the definition of camatküra : ° “It is defined as a 
|| seizure by joy (bhogavega), unbroken ( aviccinna) and continuous satis- 
di faction ( atrptivyatireka ). " * 


Another important concept found in this passage is the idea of vighnas, 
| which Abhinava develops at some length in the A. Bh. In brief the theory 
il | is this: all the synonyms for aesthetic pleasure (e.g. camatkara, rasand, 
Wi asvada, etc.) are just another name for consciousness that is devoid of any 
obstacle (sakalavighnavinirmuktasamvittir eva ). It is only by removing 


| [ these obstables, seven in number, that we become totally receptive to a 
Ue drama, These seven are: (l) lack of credibility ( ayogyata ) One must be 
t i = = 
nu l Of, Sahitya-darpana IIl, 2-3 ( Vrtti ), रसे सारश्चमत्कारः, ascribed to Narfyana, 
in | Gf. Bhaskara’s versified commentary on the Sivasütra, L,I2: 
` (विस्मयो योगभूमिकाः ): 
तदथिष्ठितमेवेदं जगत्समवलोकयन्‌ | 
विस्मयाविष्ट इव यस्तिष्ठति प्रतिभानवान्‌ ॥ 
There is no doubt that this notion of being filled with wonder, of surprise, had a great 
appeal for Abhinava. He himself never tires of using the expression camatkara, though 
* it it occurs only once in the Dhvanydloka itself, There is no doubt that the Sivasütras 
MAM exercised an important influence on Abhinava, One thinks of the definition of 
| #akti, I, 3: 
|] H इच्छा शक्तिरुमा कुमारी, on which Ksemaraja comments : 
| योगिन इच्छा dig पारमेश्वरी स्वातन्त््यरूपा शक्तिः, कुमारी विश्वसर्गसंहारक्रीडापरा । ( P. 4). 
Ksomaraja’s commentary will be found at the back of the volume which contains 
9 Bhatta Bhaskara's commentary, KSTS, Vols, IV, and V, edited by J. C, Chatterji, 
7 Brinagar, 96, 
| 9, A. Bh., Vol. I, p. 279. The Prakrit text reads : 
b अञ्ज वि हरी चमकइ कह कह वि ण मंदरेण दलिआई। 
Ë चंदकळादलसच्छाआई रूच्छीइ अंगाई ॥ 
: 8 For which the Sanskrit translation is : 
अद्यापि हरिश्वमत्करोति कथं कथमापे न मन्दरेण दलितानि। 
| चन्द्रकलादलसच्छायानि लक्ष्म्या अङ्गानि ॥ 
n 3, Op. cit., p. 279: 
| |! स चातृप्तिव्यतिरिकेणाविच्छिन्नों भोगावेश इत्युच्यते | सुज्ञानस्याद्धुतभोगस्पन्दाविष्टस्य च मनःकरणं x 


i चमत्कारमिति | | 
| 4, See also the Alaikdrakaustubha, Sivaprasad Bhattacharya’s ed. p. I37 : 


! रसे सारश्चमत्कारो यं विना न रसो रसः। 
Wi | which is quoted from another, untraced, source, 


5, A, Bh., Vol, I, pp. 280-284, 


x 
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able to sympathise ( hrdayasamvada ) with the events being portrayed. They 
cannot be completely beyond our scope of knowledge, whether that 
knowledge be acquired through our own past experiences or through our 
acquaintance with literature. (2) Too personal an identification. One 
must not feel that the drama is an actual event in the world. A certain 
aesthetic distance is necessary. This is the purpose of the natyadharmis, 
those conventions found only in the theatre, e. g. unusual speech habits, 
dress etc. (3) An absorption with one’s own feelings ( nijasukhadivivasibhava). 
One must overcome personal feelings in order to enter another person's 
feelings (vastvantare samvidam visramayet ) Music, decoration in the 
theatre, etc., all help to soften the spectator’s hard sense of ego. The setting 
works on him and enables the spectator who is willing to respond to become 
a sahrdaya, a man sensitive to literature, (4) Lack of proper means of per- 
ception ( pratityupayavaikalyam ). (5) Lack of clarity ( sphutatvabhava). Just 
as Abhinava insists on certain conventions in the theatre (natyadharmi), so 
also he insists on their opposite as well, a certain realism ( lokadharmi ), 
Thus he says the acting ( abhinayana ) is in many senses very close to direct 
perception ( pratyak sav yaparakalpa). (6) Lack of pre-dominance (apradhanata), 
Abhinava feels that there are four major mental states, more important 
(pradhana) than any others.? He associates these four with the four goals 
of life. Rati, love ( the sthayibbava of šrñgara ) corresponds to kama. Krodha, 
anger (the sthayibhava of raudra) corresponds to artha. Utsiha, energy 
(the sthayibhava of vira) corresponds to three (kama, dharma and artha ). 


l. Cf, Abhinava, in the Locana, p. 33 : 

एतदुक्तं भवति-यत्र विनेयानां प्रतीतिखण्डना न जायते तादृग्वर्णनीयम्‌ | तत्र केवलमानुषस्य 
एकपदे सप्तार्णवलङ्घनमसम्भाव्यमानतयानृतमिति हृदये स्फुरदुपदेश्यस्य चतुवंगोपायस्याप्यलीकतां बुद्धौ 
निवेशयति । रामादेस्तु तथाविधमपि चरितं पूर्वप्रसिद्धिपरम्परोपचितसम्प्रत्ययोपारूहमसल्यतया न चकास्ति | 
अत एव तस्यापि यदा प्रभावान्तरमुतरेक्ष्यते तदा Seale | न त्वसम्भावनापदं वर्णनीयमिति | 

* This comes to the following: one should only describe such incidents as do 
not destroy the enjoyment of the audience, So that if ( one should say that ) a simple 
man crosses the seven oceans in one step, because it is impossible, it will strike the 
mind as untrue and so will cause even the t eaching consisting in the means of attaining 
the four aims of life to seem false as well, But in the case of Rama etc, even such 
(inherently unreal) feats as the one just, described ( namely crossing the seven oceans ) 
do not seem false because such deeds are based on (our) trust that is generated by 
a series of earlier well-known narrative events. And so even other extraordinary 
feats of Rima, when imaginatively described, will not seem false, But in any case 
one should avoid describing unlikely events ( unless they are vouchsafed by a narrative 
tradition ). ” 

2, Note that Bharata ( N8., VI. 39-40) too has this doctrine of four promi. 
nent rasas which give rise to the other four in turn (sragara, raudra, vira and 
bibhatsa) But he does not include &inta,a fact of which Abhinava could hardly have 
been unaware, since in his commentary on the NS verses (p.295) he does not even 
give a variant reading that would include Santa, 


x 
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Finally nirveda, world-weariness (given here, then, as the sthayibhava of 
Santa, as opposed to the Abhinavabharati, $antarasaprakarana passage!) 
corresponds to moksa. One of these must predominate in every drama. 
Abhinava explains that all of them contain a predominance of bliss ( sarve'mi 
sukhapradhanah ), since in experiencing them, one is tasting one's own con- 
sciousness, which is a single compact mass of bliss ( svasamviccarvanarupa- 
syaikaghanasya...... anandasaratvat ), (T) The presence of doubt ( samsaya- 
yoga). This refers to the fact that we cannot be certain what the anubhavas 
are meant to represent. Tears, Abhinava tells us! might be due to joy 
or to sorrow, and anxiety (cinta) might refer to virarasa as well as to 
bhayanaka. But when properly combined (samyoga) such doubts will not 
arise. 


We can see from this that Abhinava places emphasis (and not only 
here, but throughout both his major works on poetics) upon the transcen- 
dental ( alaukika ) nature of our feelings during a drama. He has stressed over 
and over that there is not a direct correspondence between karana and 
vibhàva, or between karya and anubhava, for one refers to the world, and the 
Other to art. Ordinary means of knowledge play no role in rasa : 


** The enjoyment of an aesthetic experience consists of a transcendental 
wonder ( alaukikacamatkara ) and is decidedly ( eva ) different from ordinary 
(laukika ) knowledge such as (is produced ) by memory and inference P3 

The sthayibhava that Abhinava speaks of is the same as vàsana, an 
important word in his philosophy. It means the same as samskara, latent 
impressions that we carry with us from birth to birth, In a sense it corres- 
ponds to the Freudian unconscious. The sthayibhava would correspond to 
the conscious, for the vasana is aroused, awakened, and we then call it a 
sthayibhava. Now this doctrine enables Abhinavagupta to answer one of the 
great puzzles of literary criticism in the West. How do we explain the fact 
that we can appreciate a drama which deals with emotions beyond the range 
of our experience? E. g. how is it that incest dramas grip those of us who 
have no experience (at least consciously) of such emotions? The answer 
that Abhinava gives is ingenious. He claims that in our beginningless (for 
it is an axiom of Sanskrit philosophy that samsara is anadi, though of course 
it has an end) wanderings through the universe, we have had every con- 
ceivable experience, been open to every possible emotion. “ Nothing human 


l: A. Bh., Vol. I, p. 284. 

2, A. Bh., Vol. I, p. 284 : 

तथा हि लौकिकतचित्तवृत्यनुमाने का रसता | तेनालौकिकचमत्कारात्मा रसास्वादः स्मृत्यनुमान- 
लौकिकसंवेदनविलक्षण णव | 


| 
| 
| 
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is foreign tous”. In a brilliant passage, Abhinava examines each of the 
nine sthayibhavas, and shows how we all possess each and every one of them. 
For example, we all seek pleasure, and avoid pain, and are thus open to rati 
(sarvo riramsaya vyaptah). He concludes : * There exists no living being 
who is devoid of the latent impressions of these mental states”, What 
happens after this sthayibhava is activated is hrdayasamvada, a word of which 
Abhinava is very fond. It means * sympathetic response” and he uses it to 
represent the state just before identification. It is made possible through the 
existence of sadharanikarana, the factor in literature that makes all events 
impersonal and universal, an idea that Abhinava borrowed from Bhatta- 
nàyaka as we have already seen. This identification which then takes place is 
what Abhinava calls tanmayibhavana, another key term. The word is already 
used in a difficult verse from the Tantraloka : 


** Those who do not identify ( with the object of contemplation ), who 
do now know the merging of the body, etc., (in that object) and whose 
intellect as a means of cognition is not merged (in that object) — they are 
known as insensitive ".* 


It is defined elsewhere in the Tantraloka, where we are told that 
“identification is the attainment of one's highest Self. It is the highest stage 
of fulfilment, and there can be no further fruit after that”.4 By “ further 


l. 4. Bh., Vol. I, p. 282, 
2. Op. cit., p. 282 : 
_ न ह्येतच्ित्तवृत्तिवासनाशून्यः प्राणी भवति । 

3. T. Al. (Vol, IL) III, 240, p, 228 : 

येषां न तन्मयी भूतिस्ते देहादिनिमज्जनम्‌ | 

अविदन्तो मझसंविन्मानास्त्वह्ृदया इति ॥ 
Note the commentary ( Jayaratha ) : 
लोके हि सातिशाये गीतादौ विषये तन्मर्यीभावेन सचमत्काराणां सहृदया इति अन्यथा परहृदयगों 

(exar) इति प्रसिद्धिः । 

In order to overcome the difficulties in this obscure verse we construe: dehádi- 
nimajjanam with avidanto as its object, and we dissolve the sandhi as avidanto 
amagnasamvinmanah. We understand sagit to mean intellect and mana to mean 
“a means or instrumont of cognition", But in spite of these interpretations, we are 
not really certain that we have correctly understood the meaning of the stanza, 

4. T. Al., IV, 209, p. 237 ( Vol. IIL); 

तन्मयीभवनं नाम ग्राप्तिः सानुत्तरात्माने | 

पूर्णत्वस्य परा काष्ठा सेत्यत्र न फलान्तरम्‌ ॥ 
Abhinava gives this definition in order to explain an exercise for inducing ecstasy 
that he gives in the preceding verse, where we are told that just as one examines one’s 
own face again and again in a mirror and knows it to belong to oneself, so also examin- 
ing oneself in the mirror of consciousness that consists in meditation, worship etc. one 
sees Siva and then one merges with him : 


( Continued on next page 
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fruit ” (phalantaram), Jayaratha explains that Abhinava means the following : 


generally when we obtain something, we are left with further expectations. 

When we get what we want, we have further wants. Not so with this, 
i for we have attained ourselves, and there is nothing further to desire.” 
Immediately after tanmayibhavana, the last stage in the process of aesthetic 
experience, we come to the actual experience itself: rasa. Abhinava has 
played down both alankaradhvani and vastudhvani in his Locana commentary, 
to give unique perference to rasa. Time and again he will say things like 


the following : 

* By the word ucita ( proper ), Anand 
propriety (relevant to poetry ) is the one with regard 
suggests that rasadhvani is the essence ( of all poetry ) 


avardhana shows that the only 
to rasa, and thereby he 


३१ 2 


His definition of rasa occurs in such a context : 


« When the suggested sense does not take the form of an alankara, 
then we say that it is plain vastu. The word plain (matra) rules out its 
ikaradhvani or rasadhvani). Now rasadhvani is 


being anything else ( i. e. alan 
something else altogether. It belongs (gocara) only to the (suggestive ) 


function in poetry. It is never included under worldly dealings ( vyavahara ) 
and is never even to be dreamed of as being revealed directly through words. 
No, quite the contrary, it is rasa, that is, it has a form which is capable of 
being relished ( rasaniya) through the function (vyapara) of personal 
aesthetic relish ( carvand), which is bliss (ananda) that arises in the sahrdaya’s 
delicate mind that has been coloured (anuraga) by the appropriate ( samucita ) 
latent impressions ( vasana ) that are deeply embedded from long before 
(prak ); appropriate that is, to the beautiful vibhavas and anubhavas, and 


beautiful, again, because of their appeal to the heart ( samyada), and which 


Continued from previous page ) 
यथा पुरःस्थे मुकुरे निजं वक्त्रे विभावयन्‌ | 
भूयो भूयस्तदेकात्मवकत्रं वेत्ति निजात्मनः ॥ | 
qur विकल्पमुकुरे ध्यानपूजार्चनात्मनि । 
आत्मानं भैरवं पञ्यन्नचिरात्‌ तन्मयीभवेत्‌ ॥ 
l. In the commentary, p. 237, there seems to be some sort of misprint : anu- 
ttarütmani pratthapi kim bhavet ? "This must stand for something like anuttarátmani 
The commentary on this verse is particularly fine (though 


praptyapi kim bhavet ? 
f tho sákázksatre! pi tasya tathükalpanát ). It ends thus: 


we cannot make sense 0 
अतश्च तन्रोत्पन्नेऽपि फले फलान्तरं संभाव्यम्‌ -- आकाङ्कान्तरस्यापि भावात्‌, यत्पुनः पारमार्थिकं 

पूर्णत्वं, तत्र न फलान्तरं संभवेत्‌ -- सर्वत एव साकाह्नत्वस्य संक्षयात्‌ | 

T 2, Locana, p. 45: 

उचितशब्देन रसविषयमेवौतरिसं भवतीति दर्शायन्‌ रसध्वनेजींवितत्वं wart | 
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are conveyed by means of words. That alone is rasadhvani, and that alone, 
in the strict sense of the word, is the soul (of poetry)”. 


His definition of drama is equally difficult and philosophic : 


“A drama is a thing ( vastu ) whose essence, so far as the spectator is 
concerned ( tadgrahaka ) consists of rasa that can only be known by direct 
experience ( samvedana ) in the form of aesthetic enjoyment which is altogether 
different from correct knowledge (samyagj&ana), erroneous cognition 
( bhranti), doubt, uncertainty, non-determination ( anadhyavasaya ) and ordi- 
nary knowledge (vijiana). It is distinct from worldly objects, and also 
different from such things as their (i. e. worldly objects’ ) imitation, reflec- 
tion and pictorial presentation (alekhya), determination (adhyavasaya ) 
fancy, magic shows, etc. ”,? 


Abhinava likes to insist on the autonomy of a work of art, on the fact 
that it is sui generis and need have no object corresponding to it in the real 
world. Thus he remarks of the dance that it imitates nothing in real life, 
but is pure creation, with no practical aim (to be free of practical aims is 
for Abhinava one of the defining characteristics of drama, as indeed it is of 
all art). Thus he remarks, d propos of Siva’s famous cosmic dance, that it 
is the spontaneous expression of his overflowing bliss, in which no thought 
other than sheer creative beauty exists. The poet is very much like Siva; 
in fact, Abhinava often associates the poet, Siva and rasa all together. For 


l Locana, p.5l: 
तद्रूपताभावेन तूपलक्षितं वस्तुमात्रमुच्यते | मात्रग्रहणेन हि रूपान्तरं ÜC यस्तु 
स्वमे$पि न स्वशब्दवाच्यो न लौकिकव्यवहारपतितः, किंतु शब्दसमर्प्यमाणहृदथसंवादसुन्दरविभावानुभाव- 
समुचितप्राग्विनिविष्टरत्यादिवासनानुरागसुकुमारस्वसंविदानन्दचर्वणाव्यापाररसनीयरूपो रसः, स काव्यः 
व्यापारैकगोचरो रसध्वनिरिति, स च ध्वनिरेवेति, स एव मुख्यतयात्मेति | 
2, A. Bh. Vol. I, p. 3: 


तत्र नाट्य॑ नाम लौकिकपदार्थव्यतिरिक्त तदनुकारप्रतिविम्बालेख्यसाइश्यारोपाध्यवसायो- 
स्प्रेक्षास्वप्नमायेन्द्रजालादिविलक्षणं age सम्यग्ज्ञानअ्रान्तिसंशयानवधारणाध्यवसायविज्ञानभि न्वृत्ता- 

न्तास्वादनरूपसंवेदनसंवेद्यं वस्तु रसस्वभावमिति वक्ष्यामः | 
For an elaboration of this passage (and an explanation of how drama differs, 


qua anukára from other imitative objects ) see A. Bh. L. p. 35-38, edited and translated 
by Gnoli, op. cit, p. 88-I0l, appendix I, ` 


3. A. Bh. I, p. 2): 


शंकरस्यैव भगवतः परिपूर्णानन्दनिर्भरी भूतदेहोचलदान्तरनिर्वार (ह) सुन्दराकारस्य अत एवं 
नृत्यतः इतिकर्तव्यान्तरवैकल्यादानन्दनृत्तमात्रस्थितस्य | 
M. K. Venugopalan suggests to us that perhaps the reading should be 
nirvaha, 
Abhinava is very fond of the notion of overflowing (see Locana, p. 86 ) with 
one’s own bliss, He uses it often in the 7'antrálok« and in the very first verse of tho 
Locana he speaks of nijarasabharat, the same expression, 
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instance in the Mangalasloka to the fifth chaper of the A. Bh., he has a very 
fine verse with a remarkable simile : 


“< We bow down to that sky-form of Siva which acts as a preliminary 
to the production of the play that is the creation of this world by providing 
the proper moment ( avakaša ) ( for the play ) (also : by providing the space 
in which creation is to be projected)”. 


Here samsara is compared to a drama. The creation of samsara is by 
Siva? the poet (note the implication : both are unreal). Reductive state- 
ments dealing with identification are not uncommon with Abhinava. His 
commentary on the NS. VI. 38, provides a good example and is itself intrin- 
sically interesting. The verse from the NS reads : 


* Just as a tree grows from a seed, and from the tree come flowers, 
and from flowers fruit, so also rasas are the root, and from them are all 
bhavas derived ".* 


After a very involved commentary which we translate in full below? 
Abhinava ends by saying: “ The tree stands for poetry. Flowers, etc., 


l. A. Bh, I, p. 207: 
संसारनाट्यानेर्माणे याउवकाहविधानतः । 
पूर्वरज्ञायतते ज्यॉममूर्ति तां शाङ्करी नुमः ॥ 

2, Thereare said to be eight forms of Siva, among which the last five are 
the paca mahábhütas. Vyoma is the fifth, It is the pürvaraiga, the preliminary to 
creation, The parvaranga forms a natural introduction to drama, Similarly Siva’s form, 
namely aka@ga (sky) forms a preliminary to creation, because it provides the space 
in which creation is projected. 

3, E.g. A. Bh. I, p. 342: 

स्थायी प्रबुद्धह्ृदये व्यभिचारिभूतः 
कामाकुलासु जनतासु महानुभावः | 
अन्तविभावविषयो रसमात्रमूरतिः 
श्रीमान्‌ प्रसन्नहृदयोऽस्तु मम त्रिनेत्रः ॥ 


4, यथा बीजाद्‌ भवेद्‌ वृक्षों वृक्षात्‌ पुष्पं फळं यथा। 
तथा मूलं रसाः सर्वे ततो भावा व्यवस्थिता: di 
B. A. Bh. I, p, 294 (NS, VI. 38). The text has been edited by Raghavan 
in * Bhoja’s Sragara Praküta?, Madras I963, p. 532. The passage is extremely 
important, and warrants a full translation. The text, as given by Raghavan reads : 
ननु यदि भावेभ्यो रसास्तहिं कथमुक्त “न हि रसाइते कश्चिदप्यर्थः sada’? इति । तेन पूर्व 
ते एवोद्देश्या इल्याशड्ूयाह--यथेत्यादिना | बीजं यथा बृक्षमूलत्वेन स्थितं तथा रसाः, तन्मूला हि प्रीतिपूविका 
ब्युत्पत्तिरिति | तत एव च व्याख्यानात्‌ कविगतसाधारणी भूतसंविन्मूळश्च काव्यपुरस्सरो नटव्यापारः। 
सैव संवित्मरमार्थतो <a: | सामाजिकस्य च तत्रतील्या वशीकृतस्य पश्चादपोद्धारवुद्धया विभावादिप्रतीतिरिति 
प्रयोजने नाव्ये काव्ये सामाजिकधियि च। त ( तद्‌?) एवं मूलबीजस्थानीयाः (यः १) कविगतो रसः । 
काविहिं सामाजिकतुल्य एव | तत एवोक्तं ° छङ्गारी चेत्कविः इद्यानन्द्वर्थनाचार्येण । ततो इृक्षस्थानीयं 
( Continued on next page 
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काव्यम्‌ | तत्र पुष्पस्थानीयो$भिनयादिनटव्यापारः | तत्र फलस्थानोयः सामाजिकरसाखाद: | तेन रसमय- 
मेव विश्वम्‌ । 


Here is our translation : 


“ Objection : if the rasas arise from the 
rasa no (dramatic) matter can arise '? 
to be mentioned first (and not the bhavas 
just as the tree eto. 

( stand as the root ca 


bhávas, how was it said, * without 
Hence they alone (i, o, the rasas ) deserve 
).” Anticipating such an objection he says: 
Just as the seed stands as the root-cause of a tree, so the rasas 
use of the bhávas ), for moral instruction and in Lellectual train- 
ing, which are preceded by entertainment, arise from them (i.e. from the rasas ), 
( The following words—tata eva ca vyükhyanárhát are obscure, and we are not able to 
follow what Abhinava means.) The functioning of the actor which is preceded by 
(i, e. which is based on ) the ( dramatic ) poem, is ( ultimately) based on the thought 
arising in the poet's mind — which thought is attuned in sympathy (to that of the 
original characters), It is that very thought (arising in the poet's mind ) that is 
really speaking the rasa, The Spectator who is carried away by the perception of 
that ( rasa) later on perceives the vibhdvas etc, ( only ) on analysis ( of the aesthetic 
experience ~ apoddharabuddhya ). (The following words: iti prayojane, ११४४८, 
kavye, sdmajikadhiyi ca, are obscure and we are not able to follow what Abhinava 
means by them.) Thus the rasa existing in the poet ( kavigato rasah ) is like the 
seed which is the root (i, e, cause ) ( of a tree) ( we propose reading malabijasthaniyah 
for the ७. 0. 8. reading of malabijasthaniyat which makes no sense). For the poet 
is just like the spectator, For this very reason it has been said by Anandavardhana- 
càrya “ lf the poet is full of $rügürarasa ” ete. ( Dhvanyáloka IIT, p. 498). Therefore a 
(dramatic ) poem is like a tree. The activity ( functioning ) of the actor such as 
gesticulation, is like the flowers ete. The aesthetic experience on the part of the 
spectator is like the fruit, Consequently everything is full of rasa,” What follows is 
no less interesting. Here is the text as corrected by Raghavan ( op. cit, p. 582): 


अत्र च विज्ञानवादो, द्विधामिधानं, स्फोटतत्त्वं, सत्कार्यवादः, एकत्वदर्शनमित्यादि च द्रष्टव्यामिति 


केचित्‌ । वयं तु प्रकृतानुपयोगिश्ुतलवसंदर्शनमिः थ्याप्रायसंश्रयमशिक्षितपूर्विण इत्यास्ताम्‌ । अन्ये तु बीजा- 
दिव भावाद्रसबृक्षस्ततोऽप्यभिनयकुसुमसुन्दरात्फलामिव भावः प्रतोल्ला BST इति व्याचक्षते | W: 


प्रकृतावेरुद्धं सर्व व्याख्यातम्‌ | एवं हि भावस्थेवोपक्रमपर्यवसानवतित्वमुक्त स्यादिलास्तां चैतत्‌ ॥ 

( The first sentence is obscure, ) “ But we have not been taught to take the 
fruitless trouble of parading bits of wisdom which are not useful to the matter in 
hand, And so let it rest at that. ( This seems to be a reference to an earlier commen- 
tator on the NS who must have made a display of his acquaintance with the Vijüána- 
vada, the Satkáryarüda doctrine otc. while explaining this stanza ) Others however 
explain : the tree in the form of rasa arises from the bhava, which is like a seed; and 
from that (tree of rasa ) which is lovely with its blossom in the form of abhinaya, 
the bhava like a fruit, is enjoyed by its perception ( pratitya ), 
explaining the passage in this way ) 


(paryavasána ) (in as much as they clai 
And so enough of that.” 


Thus the idea is that all three views ( namely ) : (रसेभ्यो भावाः, भावेभ्यो रसाः, 


परर्परसंबन्धादेतेषामाभिनिष्पात्तिः ) are acceptable ( upagatah ) according to the diversity 
of the intention ( abhipráyavaicitryena 3: 


एवं त्रयेऽपि पक्षाः कथंचिदुपगता अभिप्रायवैचित्र्येणोति 
तात्पर्यम्‌ | 


and je 
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stand for such activities of the actor as abhinaya, etc. Fruit stands for 
the aesthetic enjoyment of the spectator. Thus everything (or: the whole 
world) is made of rasa!” x 


For Abhinava, poetry and drama are essentially the same thing. 
Thus rasas are only to be found in drama, and not in the real world. And 
what does Abhinava consider the purpose of drama and poetry to be? What 
is his stance on the largely unspoken but constant controversy between 
vyutpatti (in the sense of moral or intellectual instruction ) and priti (pleasure) 
as the goal of literature? Basically Abhinava holds that the major purpose 
of art is pleasure. Thus in the Locana* he says : 

« Although knowledge and pleasure for the reader are both present, as 
Bhàmaha* has said : 

* Study of good poetry confers fame and pleasure, as well as skill in 
dharma, artha, kama and moksa, and skill, too, in the fine arts,’ 
nevertheless pleasure is the main thing. Otherwise, how would poetry, 4 
source of knowledge, comparable to a ( loving) wife, differ from the Vedas, 
etc., which are also sources of instruction? comparable ( in their manner of 
instruction ) to a master, or from sources of instruction such as the itihasas, 
etc., which are comparable (in their manner of instruction) to a friend ? f 


l. Further on the tree analogy, of. v. 24, p. I3 of the Pardtrimsika of 
Abhinava, edited by Pandit J. 2, Shastri, Srinagar, I947, KSTS LXVIII : 

यथा न्यय्नोधर्बाजस्थः शक्तिरूपो महाद्रुमः । 
तथा हृदयबीजस्थं जगदेतच्चराचरम्‌ ॥ 

2. काव्यं तावन्मुख्यतो दशरूपकात्मकमेव | A. Bh., T. p. 29l. 

3. तेन नाट्य एव रसा न लोक इतर्थः । काव्यं च नाट्यमेव ॥ A. Bh., I. p. 290. 

4. Locana, p. 40: 

श्रोदृणां च व्युत्पत्तिप्रीती यद्यपि स्तः, यथोक्तम्‌ 

t धर्मीर्थकाममोक्षेषु वैचक्षण्यं कलाखु च | 
करोति कीतिं प्रीतिं च साधुकाव्यनिषेवणम्‌ ॥* इति 

तथापि तत्र प्रीतिरेव प्रधानम्‌ । अन्यथा प्रसुसंमितेभ्यो वेदादिभ्यो मित्रसंमिते भ्यश्चीतहासा- 
दिभ्यो व्युत्पत्तिहेतुभ्यः कोऽस्य काव्यरूपस्य ्ुत्पत्तिहदेतोजांयासंमितत्वलक्षणो विशेष इति प्राधान्ये" 
नानन्द एवोक्तः | चतुर्वगंबयुत्पत्तेरपि चानन्द एव पार्यन्तिकं gu फलम्‌ | 

5. Bhamaha, Kévyalankara, L 2. 

6. Vywtpatti most often means bahugrutata, learning. See Rudrata I, 8; 
Mammata, KP. I. 2 (ryavahàravid, explained in the Vrtti as rájádigata-ucitücárapari- 
jüünam ) and I. 3 ( where the Vrtti explains the word nipunatü of the Karika by 
vyutpatti, which is said to arise from महाकविसंवान्थिनां काव्यानामितिहासादीनां च विमर्शनम्‌ ), 
and Rasagaigddhara pp. 9-Il ( I939, KM ed. ). 

7. Cf. p. 8 of the Dipikd comm. on the Kavyaprakasa ( ed. by Sivaprasad 
Bhattacharya): 


( Continued on newt page 
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And so delight has been mentioned (here) primarily (as the purpose of 


poetry). Even of instruction in the four goals of life delight is the final and 
major result. ” 


Abhinava has an interesting passage in the third Uddyota of the Locana 
in which he repeats this fundamental distinction in method between history, 
philosophy and poetry. Since, he says, people, and especially people in 
important positions, must be made sensitive (lit. “ instructed ", vyutpádya ), 
the best way to provide them with this ethical and intellectual education 
( vyutpatti) is through poetry. The way to instruct people in the four goals 
of life is by entering their hearts ( rdayanuprave$a), which is just another 
name for imaginative experience in general ( hrdayanuprave$a$ ca rasasvada- 
maya eva). Abhinava ends by saying that priti, pleasure, is the cause of 
vyutpatti ( pritir eva vyutpatteh prayojika). His concluding phrase leaves us 
wondering whether this whole doctrine was not inherited from his teacher: 

** Rasa consists of pleasure, and rasa alone is drama, and drama alone 
is the Veda. This is what our teacher says”. Ahhinava goes on to make 
this important remark : “Nor are pleasure and instruction really different 
things, for they both have the same object ?,९ 


Continued from previous page ) 

खादुकाव्यरसोन्मिश्रं शास्त्रमप्युपयुज्ञते d 

प्रथमालीढमधवः पिवन्ति कटु भेषजम्‌ ॥ 
* ( Readers) use (i, e. read) even the §astras if they are mixed with sweet poetic 
rasas (jnst as children will) swallow bitter medicine if they first lick honey.” 
j Curiously enough, according to Professor Bhattacharya, this is a quotation 
from the Hrdayadarpana (seo p. 8, fn, |: भट्टनायकक्कतहृदयदर्षणे इति बहुत्राकरनिर्देशः ). But 
this cannot be correct, since the stanza is found in Bhamaha, V. 3. What are the works in 
Skt. that can be considered $istras as well.as kGvyast Really only two : the Yogavasistha 
and the Mahabharata, It isa great pity that Anandavardhana's T'ttráloka is lost, for it 
very probably dealt with this fascinating topic in detail ( see Locana, p.67 and p. 533 ) 

l. Locana, p. 336. 

2. Locana, p. 336 : 

प्रीत्यात्मा च रसस्तदेव नाट्यं नाट्यमेव वेद इत्यस्मदुपाध्याया: | 
3. Locana p. 336: 
न चैते प्रीतिव्युत्पत्ती भिन्नरूपे एव, द्वयोरेकविषयत्वात्‌ । 

What Abhinava means by ekavisayatvát is brought out in the next sentence: 
विभावाद्यौचित्यमेव fe सत्यतः प्रीतेनिदानमित्यसकृदवोचाम | The aucitya of the vibhávas 
etc, is the cause of the pleasure that we do ive from poetry, Similarly the aucitya 
of the vibhdva etc. is the cause of the edification that we derive from poetry. 
This is stated by Abhinava in thé next sentence ( p.337): विभावादीनां तद्रसोचितानां 
(for which we should perhaps read तत्तद्रसोचितानां) यथास्वरूपवेदनं फलपर्यन्ती भूततया 
व्युत्पत्तिरित्युच्यते I Thus both priti and vyutpatti depend on vibhdvadyaucitya, Both 
are the result of vibhavddyaucitys, Abhinava's phrase drayor api ekavisayatvat there- 
fore means dvayor api ekahetrikatvat. Since both are the outcome of a single cause, 
they are not different from one another, 

x 
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In this connection’ and in slightly more concrete terms (the reader 
should not feel that the passages we translate in any sense exhaust the range 
of Abhinava’s interest. For most of the Locana consists of very close textual 
remarks on specific verses. We have simply extrapolated the more abstract 
passages, since it is here that Abhinava deals with his philosophical views ), 
Abhinava has a very interesting passage in the A. Bh. on the NS. I. 408-40, 
on what drama does for the different kinds of spectators : s 

« Drama thus described * creates mental repose’ ( višrantijanana, NS. I. 
4), that is, it destroys the flow of pain for all spectators who are overcome 
either with pain such as comes from illness, who are afflicted with tiredness 


l. One should compare the very interesting passage in the Dasarapaka, and 
especially the commentary of Dhanika ( L6): 


आनन्दनिष्यन्दिषु रूपकेषु व्युत्पत्तिमात्र फलमल्पबुद्धिः | 
योऽपीतिहासादिवदाह साधु तलै नमः स्वादुपराङ्गमुखाय ॥ 
Avaloka: तत्र केचितू-- 
धर्मार्थकाममोक्षेषु वैचक्षण्यं कलाखु च । 
करोति कीतिं प्रीति च साधुकाव्यनिषेवणम्‌ ॥ 


इत्यादिना त्रिवर्गादिव्युत्पत्ति कान्यफलत्वेनेच्छन्ति तन्निरासेन खसंवेद्यः परमानन्दरूपो रसाखादो दशरूपाणां 
फलं न पुनरितिहासादिवत्‌ त्रिवर्गादिव्युत्पत्तिमात्रमिति दशितम्‌ | नम इति eva! 

« The silly man who says that as in the case of itihdsa, ete,, so in the case of the different 
types of drama, which overflow with bliss, the only purpose is to impart moral and 
secular instruction — I bow low to him, who is averse to the pleasure arising from 
literature ”. 


(Note that the word sddhu can be construed with both namah and with tasmai; 
tasmai südhu namah, “I bow low ( sádhu ) to him, and tasmai sádhu, tasmai namah ”, 
* May he fare well (i.e. may god bless him ), I bow to bim ” We think the correct 
reading is sádhu as an adverb and not sádhuh as an adjective going with alpabuddhih, ) 


“Jn that connection some ( claim ) : * Reading ( and study - nisevana ) of good 
poetry bestows pleasure and fame and skill in the fine arts”, (Bhàamaha, L 2), 


By this and other verses they wish to show that the purpose of poetry is to 
give knowledge of the three goals of life ete, By refuting this, the author shows 
that the purpose of the ten drama-types is aesthetic enjoyment, which is of the form 
of the highest bliss that is inwardly experienced ( svasamvedya ) and not merely 
knowledge of the three goals of life etc, as is the case in itihasas ete, ‘I bow low’ 
is of course meant sarcastically ”. 

2. A. Bh., Vol, I, p. 39: 

एवंभूतं sare तत्रेक्षकाणां दुःखेन व्याध्यादिकृतेन, श्रमेणाध्वङ्ेशादिजेन, शोकेन बन्थुमरणादि- 
कृतेनार्तानां पीडितानां तथा तपस्विनामनवरतक्च्करूचान्द्रायणाद्या चरणकलितदौर्बल्यातिशयपारिखिन्न- 
इदयानां विश्रान्तिजननं दुःखप्रसरणविधातकम्‌ | प्रतिहतदुःखानां चाह्ादात्मकधृ्यादिकारणं यथायोगम्‌ | 
तद्यथा झोका्तस्य धृतिव्याध्यात॑स्थ क्रीडा । श्रमार्तस्य सुखम्‌ | आदिग्नदणन तपखिनो मतिविवोधादय इति 
मन्तव्यम्‌ | न चैतावदेव यावत्कालान्तरेऽपि(रवि)परिपाकं TAT IAT जनयतीत्येवं दुःखितानां तत्मशम- 
सुखबितरणकालान्तरसुखलाभाः प्रयोजनम्‌ | ये पुनरदुःखिताः सुखभूयिष्ठवृत्तम एव राजपुत्रादयास्तेषां 
लोकवृत्ते धर्माद्युपायवर्गे उपदेशकार्येतन्नाव्यम्‌ | लोकशब्देन SRT! AT कि युरुवदुपदेशं करोति | 
Fare | कि तु बुद्धि विवर्धयति | 
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which comes from the inconveniences caused by a long journey etc. or are 
suffering from sorrow as when one's relations, etc., die, or for ascetics whose 
minds are distressed by excessive weakness resulting from constant ascetic 
practices and from the candrayana and other vows. When their sufferings are 
overcome, drama becomes the cause of dhrti, etc., according to suitability 
(yathàyogam ) ; thus dhrti etc., (verse 3 ), having delight for their essence, apply 
in their proper order to the spectators afflicted with sorrows etc. For instance, 
( drama ) gives courage to the person overcome with sorrow. For the man 
afflicted with illness it distracts his mind. For the weary man it creates happi- 
ness. The word “ etc," (in verse I3 ) stands for such things as awakening 
of the mind, etc., in the case of the man who practises tapas. Not only ( does 
the drama achieve ) this, but it also gives rise at a later date ( kalantare ) to the 
result ( paripaka ) in the form of happiness that stems from instruction, In 
this manner the purpose ( of the drama ) for those who are unhappy ( is three- 
fold) : it calms the pain of those who are grieved, it gives immediate pleasure, 
and it gives happiness later ( through instruction, which if followed leads to 
happiness ). As for those who are not in sorrow, but are almost always happy, 
such as princes, etc., even for them the drama provides instruction in the 
ways of the world and in the means leading to the ( four ) goals of life, such 
as dharma, etc. The word “ world " means * ways of the world ", Question : 
does the drama instruct the way a teacher (or an elderly person) does? 
(Answer:) No. Rather it causes one's wisdom to grow. ".! 

In his commentary on the rasasütra of Bharata, just before com- 
mencing a detailed statement of his own position, Abhinava quotes the first 
line of a very famous verse from the Sakuntala.? Abhinava considered this 
verse to be the ideal introduction to his exposition of rasa. Since its exact 
significance has proved somewhat mysterious, we feel we are justified in intro- 
ducing the two passages from the Locana with a short discussion on this 
passage. The verse reads : 

* Seeing moving sights, and hearing soft sounds, even a man who is 
happy is filled with strangelonging. Surely it is because he vaguely remem- 
bers, though he is not fully conscious, affections formed in an earlier life that 
are fixed inside him through the latent impressions they leave behind. " * 


l. A good summation of this whole theory is Abhinava's account at the 
beginning of the 4, Bh., of what takes plaee when we actually witness a drama, 
G, O. 8., p. 36. The passage has been edited and translated by Gnoli, op. cit, ( p. 96 ). 

2. The verse is quoted in the A. Bh., p. 279-280, ( Vol, ), 

8. Sakuntala, V.2: 

रम्याणि वीक्ष्य मधुरांश्च निशम्य झाब्दान्‌ 
पर्युत्युको भवति यत्सुखितोऽपि जन्तुः | 

तच्चेतसा स्मरति नूनमबोधपूर्वं 
भावस्थिराणि जननान्तरसौहृदानि ॥ 
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Why then ‘does Abhinava quote this?! - Thé reason we feel is this + 
Dusyanta has an experience of rasa. 2 ‘But it is not like any other ex- 
perience in the world. He is not directly experiencing any kind of sexual 
pleasure, but the vibhavas (music and perhaps paintings as well) call up to 
him some vague memories. This in its turn produces longing ( autsukya ) 
in him. It is an aesthetic experience. The memory involved is not of course 
like any other kind of memory, for it has no object. The bhavasthirani in 
the verse are the actual vasanas. These vasanas (latent impressions ) are 
brought to life by his hearing the music, and they then bring to his aesthetic 
attention (i. e. his deeper unconscious ) intimations of a pleasure he formerly 
had. But this pleasure is now no longer direct, it is purified, not directly 
stateable. It is thus a higher kind of delight than the original? So 


Abhinava regards this verse as proof of rasa.* 


l. Hemacandra, Kavydnusdsana, IL i. p. 99: 
अत्र हि स्मरतीति या स्मृतिरुपदार्शीता सा न तार्किकप्रसिद्धा | पूर्वमेतस्थार्थस्याननु भूतत्वात्‌ । 
अपि तु प्रतिभानापरपर्यायसाक्षात्कारस्वभावेयमिति । 

What Hemachandra means by saying that Dusyanta has nob experienced this 
love is that he is nob now remembering something he has experienced, In other 
words, ordinary memory of happy experience does not constitute aesthetic experience. 
Thus a play does not bring up in our memories similar experiences. What is conjured 
up in us is the more general emotion, purified of any actual memory, This interpreta- 
tion is confirmed by the passage from in the JP VV. quoted in Note 3, 


2, For Raghavabhatta, the verse is a case of Sragara. 

3. On p.232 of the third volume of the ŽP VV, Abhinava quotes the last lines of 
the same verse : bhávasthitáni jananüntarasauh rdáns (this reading of bhdvasthitant 
instead of bhávasthiráni is confirmed by Raghavabhatia, who says that it is a well- 
established reading ). ‘The context is extremely difficult to make out, since the text 
on which Abhinava is commenting is not extant, and none of the pratikas make sense, 
But it is clear that he is quoting this as an example of an emotion (he seems to be 
discussing the distinction between various kinds of love; kama, icoha, abhilaja, autsukya, 
eto, — कचित्तु खात्मविश्रान्तिर्भावान्तरमनागूरितविशेषमपेक्ष्योत्थाप्यते यत्र सा इच्छा राग इत्युच्यते । 
आगूरितविशेषतायां ठु काम इति । ) that has no direct object, but is aetherealised as it 
were, that is, in his terms, “< generalised ” : आदिग्रहणादमिलाषमलो यत्र भावान्तरं सामान्या- 


कारमपि वासनादोपमांत्रणास्ते यथाह... ... --.भावस्थितानि जननान्तरसौहृदानि । 

Clearly then these vasands bring us to a state of generalised love, which is why 
it is called autsukya, for it would seem that autsukya is a longing with no particular 
object. This is in fact what takes place during a dramatic performance of the 
possess Sakuntald herself. 


Sakuntala, for we do not wish to actually 

4. Note that according to Raghavabhatia, the verse is 8 case of aprastuta- 
pragamsd, and this figure of speech further sug, s the sthiyibhava of uninterrupted 
love ( aprastulaprasamsd, tena sthayinah rater avicchedo dhvanitah ). He also sees this 
as kávyalinga, and hence as sa msrsti. There are also three types of anuprása ( cheka, 
१7४७४ and ruti ). He notes that the verse must be a case of rati (i, e. Sragararasa- 
dhvani ) for otherwise there will be the dosa of having the major rasa cut midway : 


अन्यथा मध्ये विच्छेदान्मद्दान्‌ रसदोषः स्थात्‌ । 
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All of this culminates in what is lacking even in Anandavardhana, a 
philosophical scaffolding on which to raise the structure of rasa. We are 
now ready to read the two important passages from the Locana.! 


l We have barely touched the surface of Abhinava's aesthetic philosophy. 
There are of course a great deal of interesting passages from his philosophical works 
which shed light on the issues discussed here, Lack of space prevents us from 
examining all of these passages here, but we cannot refrain from noting briefly at 
least some of them. The first verse of the last chapter of Utpalücárya's T§vara- 
pratyabhijna ( Bhaskari, vol, LL, p. 280) reads: j 

स्वात्मैव सर्वजन्तूनामेक एव महेश्वरः | 
विश्वरूपो5हमिदमिलखण्डामरुब्रांहित: ॥ 

* The one highest God is the very Self of all beings. He assumes the form of 
everything. He is filled with the unbroken notion: ‘I am this ( universe)’, ” 

In his commentary to this Abhinava speaks of the consciousness that is not 
restricted by time and space, just as he speaks of the consciousness in a play that is 
not restricted by time and space (e. g. Abhinavabharati, p. 280): यतः संवित्स्वभावोऽसौ 
संविदश्च न देशेन न कालेन न स्वरूपेण कोऽपि भेद: | And later in his Vrtti : parünunmu- 
khasvátmaviáraántirüpáhamvimaríaparipürnah. “Filled with the notion of ‘I’ ness 
which takes the form of rest in the self which is not directed towards anything else,” 
Those are precisely the terms in which Abhinava speaks of the aesthetic experience. 

See also Abhinava's Tuntrasare, p. ]9, where two interesting verses sum up 
the third aÀnike. The verses, oddly, are in Prakrit, Note that saim bhai in the 
Prikrit should be translated into Skt, as svayam bháti and not as satyam bhati as in 
the cháyà given in the footnote on p. I9. Also, sarahasa in the Prakrit should be trans» 
lated as sarabhasa and nob as sarahasyo. Perhaps too one should emend vimrsta- 
rüpam into vimrstarüpe to agree with darpane in the first line, The verse reads; 

संवेअणनिम्मलदप्पणम्मि सअळं फुरंतनिअसारं | आमरिसणरससरहसविमट्टुरूवं सई भाइ ॥ 

( With slight changes in the text. ) 

* The whole of one’s very own essence, vibrating in the pure mirror of consci- 
ousness becomes manifest by itself; its ( the mirror’s) form having been rubbed quickly 
with the fluid in the form of margana, ” 


One of the finest verses is found in the Tantraloka, Vol, IL, p, 200: 


तथा fe मधुरे गीते स्पर्शे वा चन्दनादिके । 
माध्यस्थ्यविगमे यासौ हृदये स्पन्दमानता | 
आनन्दशक्तिः सैवोक्ता यतः सहृदयो जनः | 
# That vibration which arises in the heart when one touches sandalwood ete, 
or hears soft singing — when one is no longer indifferent, that is known as the Sakti 
(force) of bliss through which one becomes “sensitive” (lit. “endowed with a 
heart”). ” 
Note that Jayaratha quotes Vijñanabhairana, 73 ( gitadivisaydsvdda eto, ) 


When Abhinava speaks of the sense of the “I” changing, deepening, we are 
irresistibly reminded of a very moving and powerful poem: 
“I have to tell 
you ...... your son is a mongol ” 
the doctor said, 
How easily the word went in — 


( Continued on next page 
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The first passage is extracted from the Locana on the second Uddyota 
of the Dhvanyaloka.. As far as we know this is Abhinava’s first systematic 
exposition of his own and earlier views on the nature of aesthetic experience: 


Locana pp. 80-90. 
ननूक्तं भट्टनायकेन- 

रसो यदा परगततया प्रतीयते तर्हि ताटस्थ्यमेव स्यात्‌ | न च खगतत्वेन 
रॉमादिचरितमयात्काव्यादसी प्रतीयते | स्वात्मगतखेन च प्रतीतौ सात्मनि रसस्योत्पत्तिरेतरा- 
म्युपगता स्यात्‌ | सा चायुक्ता सीतायाः। सामाजिकं प्रत्यविभावत्वात्‌ p कान्तात्वं साधारणं 
वासनाविकासहेतुविभात्रतायां प्रयोजकमिति चेत्‌-देवतावर्णनादौ तदपि कथम्‌। न च 
खंकान्तास्मरणं मध्ये संवेयते । अलोकसामान्यानां च रामादीनां ये समुद्रसेतुबन्धादशरो 
बिमातरास्ते कथं साधारण्यं भजेयुः। न चोत्साहादिमान्‌ रामः स्मर्यते, अननुभूतत्वात्‌ | 
झाब्दादपि तथ्रतिपत्तो न रसोपजनः । प्रत्यक्षादिव नायकामिथुनप्रतिपत्तो | उत्पत्तिपक्षे च 
करुणस्योत्पादादूदुःखिले करुणप्रेक्षासु goat: स्यात्‌ | तन्न se नाष्यमि- 
च्यक्तिः, शक्तिरूपस्य हि शङ्गारस्याभिव्यक्तौ विषयाजनतारतम्यप्रवृत्तिः स्यात्‌ । तत्रापि किं 
स््रगतो ऽभिब्यञ्यते रसः परगतो वेति पूर्ववदेव दोषः | तेन न प्रतीयते aaa नाभिः 
च्यञ्यते काव्येन रसः | किं तन्यशब्दवेलक्षण्यं काव्यात्मनः शाब्दस्य त्यंशताप्रसादात्‌ | 
लत्रामिधायकत्वं वाच्यत्रिषयं, भावकत्वं रसादिविषयं, भोगकृत्वं सहृदयविषयमिति asi- 
"भूता व्यापाराः | तत्राभिधाभागो यदि शुद्ध: स्वात्तत्तन्त्रादिभ्य: शाख्न्यायेम्यः छेषाब- 


Continued from previous page ) 
clean as a bullet 
leaving no mark on the skin 
stopping the heart within it. 
This was my first death, 
the * I " ascending on a slow 
last thermal breath 
studiod the man below 
ns a pilot treading air might 
the buckled shell of his plane, 

The poem ends with the grave insight this now “I” bestows : 
You have a sickness they cannot heal, 
the doctors say: locked in 
your body you will remain, 

Well, I have been locked in mine. 
We will tunnel each other out. 
You seal the covenant with a grip. 

(Jon Stallworthy, * Root and Branch”, Hogarth, London, I968, ), 
which is the same kind of pure and beautiful reconciliation that Abhinavagupta 
achieves in his finest moments of philosophy, a wisdom we appreciate in literature, but 
hope for in vain in life, 


l. Dhvanydlokalocana, p. I80, Banaras edition with Balapriya, under IL 4, 
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छंकाराणां को भेदः ? वृत्तिभेदवेचित्रय चार्किचित्करम्‌। श्रृतिदुष्टादिवर्जनं च fada ? 
तेन रसभावनाख्यो द्वितीयो व्यापारः, यद्वशादमिधा Aea) तज्चेतद्भावकर्त नाम 
रसान्‌ प्रति यत्काव्यस्य तद्विभावादीनां साधारणत्वापादनं नाम | भाविते च रसे तस्य भोगः 
योऽचुभतरस्मरणप्रतिपत्तिम्यो विळक्षण एव द्वुतिविस्तरविकासात्मा रजस्तमोबैचित्र्यानुविद्ध- 
सत््रमयानिजाचित्लभातनिद्वतीशश्रात्तिळक्षणः परब्रह्मास्वाद्सविधः | स एव च प्रधान- 
भूतोऽशः; सिद्धरूप इति | ब्युध्त्तिर्नामाप्रधानमेत्रेति | अत्रोच्यत--रसखरूप एव ताबद्वि- 
प्रलिपत्तयः प्रतितादिनाम्‌ | तथा हि पूर्वावस्थायां यः स्थायी स एव व्यभिचारिसम्पातादिना 
प्राप्तपरिपोषोडनुकार्यगत एव रसः। नाव्य तु प्रयुज्यमानत्वान्नाट्यरस इति कोचित्‌ | प्रवाह- 
धर्मिण्यां चित्तवृत्तौ Praga: चित्तवृत्यन्तरेण कः परिपोषार्थः ¢ विस्मयशोकक्रोधादेश्च 
क्रमेण तावन्न TAT इति नानुकार्ये रसः। अनुकर्तरि च तद्भावे ठ्यायननुसरणं स्यात्‌ । 
सामाजिकगते वा कश्चमत्कारः ? प्रत्युत करुणादौ दुःखप्राप्तिः | तस्मान्नायं पक्षः | 
कस्तर्हि ? इह्वानन्त्यानियतस्थानुकारो न Ta, निष्प्रयोजनश्च विशिष्टताप्रतीतो ताटस्थ्येन 
व्युपत्त्यभावात्‌ | 


तस्मादनियतावस्थात्मकं स्थायिनमुद्दिश्य विभावानुभावव्यभिचारिभिः संयुज्यमानैरयं 
रामः सुखीति स्मृतिविलक्षणा स्थायिनि प्रतीतिगोचरतयास्त्रादरूपा प्रतिपत्तिरनुकर्त्रालम्बना 
TARRA रसः | स च न व्यतिरिक्तमाधारमपेक्षते | कि लनुकार्याभिन्नाभिमते नर्तक 
आस्वादयिता सामाजिक इत्येतावन्मात्रमदः | तेन नाव्य एव रसः, नानुकार्यादिष्विति केचित्‌। 


अन्ये तु -- अनुकर्तरि यः स्थास्यवभासोऽभिनयादिसामग्प्यादिकृतो भित्ताविव 
हरितालादिना अश्वावभासः, स एव लोकातीततयासादापरसंज्ञया प्रतीत्या रस्यमानो रस 
इति नाव्याद्रसा नाट्यरसाः p अपर पुन्तरिमातानुभावमात्रमेत्र त्रिशिष्टसामम्प्या समर्प्यमाणं 
तद्विभावनीयानुभावनीयस्थायिरूपचित्तबृत्त्युचितबासनानषक्तं खनिबृतिचरवणाविरिषष्टमेव 
रसः। तन्नाव्यमेव रसाः | अन्ये तु शुद्धं विभावम्‌, अपरे ena, केचित्त स्थायिमात्रम्‌, 
इतरे व्यभिचारिणम्‌ , अन्ये तत्संयोगम्‌ , एकेऽनुका्य, केचन सकळमेत्र समुदायं रसमाहुरित्यछं 
बहुना | 


काव्येऽपि च छोकनाव्य्ामिस्थानीयेन स्त्रभाबो क्तिवक्रोक्तिप्रकारद्दयेनाळौकिकप्रसन- 
मधुरौजखिरान्दसमर्पमाणविमावादियोगादियमेत्र रसवाती | अस्तु वात्र नाव्याद्विचित्ररूषा 
रसप्रनीतिः; उपायवैलक्षण्यात्‌ | zai तावदत्र सरणिः | एवं स्थते प्रथमपक्ष एवैतानि दूषणानि 
प्रतीतेः रत्रपरगतत्वादिविकल्पनेन | सपक्षेषु च प्रतीतिरपरिहार्या रसस्य । अप्रतीतं हि 
पिशाचतदव्य्रहार्यं स्यात्‌ | किं तु यथा प्रतीतिमात्रखेनाविशिष्टत्रऽपि प्रात्यक्षिकी आनमानिकी 
आगमोत्या प्रतिभानकृता योगिप्रत्यक्षजा च प्रतीतिरुपायवेळक्षण्यादन्येव, तद्वदियमपि 
प्रतीतिश्चतणास्वादनमोगापरनामा भवतु | तन्निदान भूताया हृदयसंवादाद्यपकृताया विभावादि- 
सामग्या SARA, | रसाः प्रतीयन्त इलि ओदनं पचतीतिवद्वचवह्णारः, प्रलीयमान 
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एव हि रसः | प्रतीतिरेव विशिष्टा रसना । सा च नाद्ये छौकिकानुमानप्रतीतेर्विलक्षणा, तां 
= प्रमुखे उपायतया संदधाना । एवं काव्ये अन्याब्दप्रतीतर्विळक्षणा, तां च प्रमुखे 
उपायतयापेक्षमाणा | 

तस्मादनुत्यानोपहतः पूर्वपक्ष: । रामादिचरितं तु न wer हृदयसंवादीति महत्सा- 
हसम्‌। चित्रवासनाविरिष्टत्वाच्चेतसः | यदाह — ^ तासामनादित्वं आशिषो नित्यत्वात्‌ । 
जातिदेराकाळव्यवहितानामप्यानन्तये स्मृतिसंस्कारयोरेकरूपत्वात्‌ ” इति | तेन प्रतीतिस्ता- 
वद्ठसस्य सिद्धा । सा च रसनारूपा प्रतीतिरुषद्यत | वाच्यवाचकयोस्तत्राभिधादिविविक्तो 
व्यञ्जनात्मा ध्वननव्यापार एव | भोगीकरणब्यापारश्च काव्यस्य रसविषयो! ध्वननात्मेव, 
नान्यत्किचित्‌ | भावकत्वमपि समुचितगुणाळंकारपरिग्रहात्मकमस्माभिरेव वितत्य वक्ष्यते । 
किमेतदपूर्वम्‌ ? काव्यं च रसान्‌ ग्रति भावकमिति यदुच्यते, तत्र भवतेव भावनादुत्पत्तिपक्षे 
एव प्रत्युज्जीवितः | न च काव्यशब्दानां केबळानां भावकत्वम्‌, अथीपरिज्ञाने तदभावात्‌ | 
न च केत्रछानाम्थीनां, राब्दान्तरणाप्येमाणते तदयोगात्‌ | दयोस्तु भावकत्वमस्माभिरेवोक्तम्‌। 
 यत्राथ: शब्दो वा तम व्यङ्कः ! इत्यत्र । तस्माद्वचञ्जकल्वाख्येन व्यापारेण गुणाळंकारी- 
चित्यादिकयेतिकर्तव्यतया काव्यं भावकं रसान्‌ भावयति, इति त्र्यंशायामपि भावनायां 
करणांशे urea निपतति | मोगोऽपि न काव्यशब्देन fed, अपि तु घनमोहान्ध्य- 
सङ्कटतानिवृत्तिद्वारेणास्वादापरनाम्नि अळोकिके ट्रतिविस्तरविकासा्मनि भोगे ade 
लोकोत्तर ध्वननव्यापार एव मूर्धाभिषिक्तः। तच्चेदं भोगकृत्वं रसस्य ध्वननीयत्वे सिद्धि 
Rafer | रस्पमानतोदितचमत्कारानतिरिक्तल्वाद्भोगस्येति। सत्तवादीनां चचाज्लाद्विमाववेचित्र्य- 
स्थानन्त्यादूद्॒त्यादिववेनास्वादगणना न युक्ता | परत्रह्मास्वादसब्रह्मचारित्वं चास्त्वस्य W- 
स्वादस्य । eque च दासनप्रतिपादनाम्यां शाक्षेतिहासकृताभ्यां विळक्षणम्‌। यथा 
रामस्तथाहमितयुपमानातिरिक्तां रसास्तादोपायस्तर्रतिमाविजुम्भारूपां व्युयत्तिमन्ते करोतीति 
कमुपळभामह | 
Here is our translation of this complex passage : 

Objection :५ It has been said by Bhattanayaka:* “ Were rasa to 


l. In tho second edition of Gnoli's work, “ The Aesthetic Exwperience according 
to Abhinavagupta ”, Chowkhamba, I068, which has just appeared, he has added an 
appendix in which he translates the passage, However, our interpretations differ so 
often and so radically from his, that we felt we were not duplicating any labour by 
translating this important passage. It did not seem to us necessary to point out all 
the places where we differ. 

9, This is an earlier version of what Abhinava later expands into the famous 
commentary on the rasasñtra in the Abhinavabharati, Vol. I, p. 277 हैं. This passage 
forms the core of Gnoli’s book. See also, for details on the views of Abhinava's prede- 
cessors, Sankaran, “ Some Theories af Rasa and Dhvani ", and P. Shastri, “ The 
Philosophy of Aesthetic Pleasure a 
j 3. We have found the following texts useful, either because they reproduce, 
‘pr because they expand these very arguments ; z 
( Continued on next page 
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be apprehended as belonging to someone else (and not to the spectator), 
then (the spectator) would remain indifferent (tatasthya). Nor can rasa, 
which stems from a poem dealing with a subject like the life and deeds of 
Rama, etc., be apprehended as belonging to oneself. For if it were appre- 
hended as belonging to oneself, we would have to say that real emotions (such 
as sexual desire, etc.) arise in one's own self ( while witnessing a dramatic 
performance). And that would be most improper in the case of (somebody 
like) Sita.’ For (she) cannot be the (alambana) vibhava? with respect 
to a spectator. Should it be argued that what causes (prayojaka) her 
to become a vibhava ( cause) of arousing ( vikasa) latent emotions ( vasana ) 
(of love, etc.) (in the spectator) is the fact that (she stands as a symbol 
for) non-personalised ( sadharana ) womanhood ( kantatva), we reply: how 
would such a process be possible in the case of the description of gods, etc. ? 
Nor can it be said that during! a dramatic performance (madhye) there is 
(on the part of the spectator) a recollection of his own wife How can 


Continued from previous page ) 

( For full bibliographical information on each item consult the bibliography at 
the end of the volume): (l) Sridhara’s commentary on the Kāvyaprakāśa ; (2) Mànikya- 
candra's commentary on the K P, ; (3) Candidása's commentary on the KP, ; (4) Hema- 
candra's Kavydnusdsana ; (5) Prabhakara’s Rasapradipa; (6) Vidyadhara’s Zkávali ; 
(7) Vidyanatha’s Pratdparudrayogobhisana, and finally (8) Jagannitha’s Rasa. 
gaigadhara, 


l. Abhinava, following Bhattatauta, uses this same argument against 
Sankuka, 4, Bh., p. 277 ( Gnoli, p. 7) : 


न हि ममेयं सीता काचिदिति स्वात्मीयत्वेन प्रतिपत्तिर्नटस्य | 
* The actor does not think to himself :* Sita belongs to me’,” 


2, BN means that Sita is only a vibhdva with regard to Rama, not to the 
spectator. But what can this mean ? Vibhdvas are all in regard to rasa, After all, it 
is not Rima who experiences rasa in regard to Siti, so how can she be his १४७१५९७ ? 
We must take the word vibhdva to be a loose usage for kārana of true rati in Rama, 
but this has to do with the real world and not with rasa, 

3. Bhaitanayaka ( BN ) uses sophistry to prove that rasa is perceived neither 
as located in the simijika ( dtmagata ) nor as located in someone else (e.g. the 
character portrayed or the actor who presents that character). By ruling out both 
the possibilities, itmagatatna and paragatatva of rasapratiti, he comes to the conclu. 
sion that rasah na pratiyate, * rasa is not perceived at all". According to BN we do 
not have any perception ( pratiti ) of rasa, but only its enjoyment (bhoga or bhogi- 
karana). BN is not against admitting rasa in the s6majika — he is against admitting 
its pratyaya ( perception ) in the sémijikz, Instead of pratyaya, BN uses his own 
terminology bhoga and bhogikarana. The difference between the two ideas seems to 
us only one of terminology. 

For the same arguments, see the A. Bh., p. 278, ( Gnoli, p. I0), 

4, We have translated this sentence as if it were a serious observation, 
namely that when the spectator sympathises he does not remember his own personal 
life. However, it is possible that it is meant humorously as well : “ for God's sake, you 
do not want to have to remember your own wife when watching love scenes ! ? 


xi 
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(uddipana ) vibhavas in the form of such deeds as building a bridge over the 
ocean, etc., by extraordinary heroes like Rama ever become generalised, 


“(since nobody else could ever do them)? Nor can it be said that Rama, etc., 


as full of energy, etc., is remembered,’ because he has never actually 
formed a part of our (past) experience (such that now we could remember 
him). To perceive ( Rama's ) energy ( utsaha, the sthayibhava of virarasa) 
from a verbal source of knowledge (Sabda) is not to experience rasa, 
just as when we directly watch a couple making love there is no aesthetic 
pleasure.t As for the theory that rasas arise (utpatti), (the difficulty is 
that) because of the (spectator's) (real) sorrow (karuna, i.e. ŝoka) he 
would be genuinely unhappy and would no longer return to watch such 
dramatic performances in which (there was) karuna (rasa) ever again. 
Therefore rasa does not “arise” (utpatti ), nor is it induced by suggestion 


£; l. The important word is Rama, to which utsahadiman is simply an adjective. 
The adi stands for ratimdn, etc., depending on the rasa, But none of these states form 
part of our own experience of Rama, since we never knew him. Even though the 
spectator might apprehend the sthayibhavas like utsaha, etc., in Rima, etc., from the 
words actually used in the poem, still it will be only éabdajanyajfiána of the utsüha in 
Rama. This fabdajanyajñāna cannot lead to rasotpatti in the sahrdaya, The reason 
for this is given in the form of an analogy in the next sentence: * Just as when a 
‘couple is actually observed (pratyaksa ) making love to each other, there is no 
‘rasotpatti in the observer ( rasopajana means ratibhavasvadana — an aesthetic experi- 
ence of love). " But we cannot quite see the point in the argument, in spite of the 
analogy. However, to have seen this “ generalised " nature of drama was one of the 
great moments of literary criticism, and it appears that this view belongs to Bhat- 
tanayaka, for Abhinava simply takes it over. Bhavand is the same as sadharanikarana, 
Ananda does not use this term. 

2, The reason we cannot remember Rama is that the definition of memory 
in Sanskrit logic involves anubhava, direct experience. 

3. The expanded version of this, A. Bh., p. 278 ( Gnoli, p. 0) reads: 

न च दब्दानुमानादिभ्यस्तत्‌ — ( where तत्‌ refers to उत्साहादिस्थायिभाव ) — प्रतीतौ 
लोकस्य सरसता युक्ता प्रत्यक्षादिव । 

What is BN’s point? Does he mean simply that we cannot have rasapratiti 
through anwmána and $abda ? 

4, Abhinava( A. Bh. Vol L p. 278, Gnoli, p. I0) expands the analogy of 
watching a couple making love by adding : 

प्रत्युत लज्जाजुग्॒प्सास्पृद्यदिस्वोचिताचित्तदृत्त्यन्तरोदयव्यग्रतया का सरसत्वकथापि स्यात्‌ | 

« On the contrary, because one becomes preoccupied ( vyagratayd) with one's 
own mental moods that arise, such as embarassment, disgust, or even sexual desire, 
we cannot say that this is an aesthetic experience. ११ Of. also Daíarüpaka IV. 39 and 
the Avaloka thereon, Abhinava makes the same point on p. 35 of the A. Bh, ( Vol. I): 
लौकिकमिथुनदृशीव सांसारिकदर्षक्रोधान्वयितापत्तेरभयदर्शनाङुलतया (१) मुख्यदृ्टौ प्रयोकतुदृष्टावनुसंधि (१)- 
Wenn | 

We take tatpratipattau in the last sentence of p. I8I to refer to utsüha 

of the preceding sentence: न च उत्साहादिमान्‌ रामः स्मर्यते, as opposed to Gnoli who takes 
it to refer to Rama, 
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(abhivyakti), for if (such emotions as ) love, existing in a dormant form: 
( Saktiripa ) (in the spectator ), were to ( arise or) be induced by suggestion, 
then there would occur the difficulty that to a greater or lesser extent: 
(taratamya ) the spectators would make actual physical attempts to possess 
the object (presented before them on the stage). And if we held that 
rasa was aroused (i. e. induced )* by suggestion, (we could ask the same 
question as before: ) is rasa existent in the spectator himself, or in someone 
else? The same difficulties would arise now as arose before. Therefore rasa 
is not (directly ) perceived (pratiyate ), nor conjured up (utpadyate), nor 
suggested ( abhivyajyate ) by poetry. But poetic words are of an altogether 
different nature from ordinary words, thanks to the three functions (tryamsata); 
possessed by them. Denotation (abhidhàyakatva) is concerned with the; 
literal meaning; universalisation ( bhavakatva ) is concerned with rasa, etc, ;* 
and aesthetic enjoyment ( bhoktrtva) is concerned with the sensitive reader 
(sahrdaya). These are three (separate ) functions which are the constituents 
of words used in poetry (or literature ). If one were to claim that in 


l. All later writers reproduce this phrase, vigayarjanataratamya but 
without explaining it or paraphrasing it, It isthus clear that nobody really knew 
what Abhinava meant, Guoli takes it very differently from the way we have (see op, 
cit, p. 45, I08). We take it to mean that the Spectator would actually feel the need 
to acquire ( arjana ) the object ( visaya ) on the stage, i.e. be would want to get 
upand take Sita away. But the expression tdratumya is, we admit, inconvenient, 
We suppose the idea is that some people will make a greater effort (i. 6. will be more 
excited ) to attain the object, and othors less, See Da£arüpaka IV, 39 and Avaloka on 
the same ; इतरेषां असूयानुरागापकारेच्छादय: प्रसज्येरन्‌ | Cf, the old story of the backwoodsman 
in tho gallery who shot the “ villain ” on the stage, 


2. It is not clear to us just what Bhattaniyaka intends by the term abhi. 
vyakti. He must of course have known the doctrine of vyufjand as put forth by 
Anandávardhana, Abhinava uses tho term abhivyakti as synonymous with « sugges- 
tion”. Bhattanàyaka however understands « abhivyakti " to be a sort of production 
which he places on tho same level as wtpatti, since his argument Srigarasya abhi. 
vyaktau, otc., really applies to utpattipaksa, Abhinava points out that in & verse which 
he quotes from BN, the expression vyaigya occurs, The verse is; 


भावसंयोजनाव्यज्ञरपरसंवितत्तिगो चर: । 

आस्वादनात्मानुभवो रसः काव्यार्थं उच्यते ॥ 
( Gnoli, p. , 4, Bh. I, p. 279) on which Abhinava comments ; 
sgl G (surely, though, the correct reading is laksyate ), 

3. BN's stand that rasa is not perceivi 

reasonable, It is the same sophistic argumen 
meant only to silence the opponent. 
experience ", which is of course not wh 
already pointed out, we do not know 
personally involved, 


इति तत्र व्यज्यमानतया' 


ed at all (rasah na pratiyate ) is not 
t used in svagatatva and paragatatva, 
Unless he could mean by pratiyate “direct 
ab takes place in the theatre, since, as BN 
the people on the stage and are thus not 


4. Rasddivi;ayam is problematic, 
is confirmed by the Rasapradipa, p. 26, 


We must understand ratyddivisayam, which 
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literature (tatra ) denotation alone held sway, then what would differentiate 
$lega and other figures of speech from such devices as the use of words in two 
senses ( antra), etc., in scientific works ?? Moreover (if this were true) 
then the different varieties of alliteration (vrtti) would be virtually useless, 
And what purpose would the avoidance of such faults as cacophony 
( &rutidusta ),° etc., serve 2 Therefore there is a second function* known 88 
generalisation ( bhavana ) ( responsible for bringing about the experience) of 
rasa (i. e. of the sthayibhavas ), thanks to which, denotation ( abhidha ) 
assumes a new dimension ( vilaksana ). This function of universalisation 
( bhavakatva ) with respect to the rasas (i. e. sthayibhavas ) is in faet (nama) 
what is, in poetry, responsible for making the vibhavas, etc., universal. Once 
a rasa (i.e. sthayibhava ) has been thus universalised, its realisation 
( bhoga, i. e. saksatkara ) (is possible ), a realisation. which is different from 
the perceptions derived from memory or direct experience, which takes the 


I. The Balapriya ( p. l82) explains tantra as follows : 


तन्त्रं नामानेकार्थबोधेच्छया पदस्यैकस्य सक्षदुच्चारणम्‌ । .. -* ons qà “ हलन्त्य “मिति 
पाणिनीयसत्रादाविव “ सर्वदो माधव” इत्यादिळेपस्थले$पि तन्त्रादिनानेकार्थबोधसंभवादुभयोर्भेदो न 
स्यादित्यर्थः | The point is this: In the sūtra of Panini (L 33: halantyam ), “ hal” 
stands for two completely different things: it means ( l) the &ivasütra (no. I4) bal, 
and (2) any one of the consonants, There is of course no camatkara in this, Of, Udd. 
ILI, Locana, p. 472. Cf, Vamana’s Kavydlankarasitra, IV. 3, 7. 
2, At this point in the exposition of BN's views, the Sridhara commentary 
adds: तत्रापि (तत्रामिधा ) निरन्‍्तरसान्तरार्थनिष्ठव्वेन मुख्यामुख्यमेदेन द्विविधः शब्दव्यापार:। स 
शास्त्रेतिहासयोरपि यथाक्रमं शब्दा प्राधान्येन प्रसुमित्रसंमितयोः साधारणः | अन्यदंदाद्वयं तु काव्यनास्य- 
योरेव, उभयत्रापि ब्यापारप्राधान्याञ्ञायासंमितत्वेन व्यवस्थितेः । ( S. Bhattacharya, op. cit. vol 
I,p. 68). This makes it likely that this famous distinction of teaching like a master, 
and like a wife, was first invented by BN and not by Abhinava. Abhinava first 
mentions this on p. 40, of the Locana, and again on p. 336 and 399. The distinction 
between &istra, Gkhyana and kavya bas already been made by BN in a verse that 
Abhinava quotes on p. 87 of the Locana : 
शब्दप्राधान्यमाश्रित्य तत्र शास्त्र पृथग्विदुः | 
अर्थ तत्त्वेन युक्ते तु वदन्त्याख्यानमेतयोः ॥ 
carat व्यापारम्राधान्ये काव्यधीर्भवेत्‌ ॥ 
[ We Should read arthe tattvena as done by K. Sastri ( p. I6l)]. This is surely 
the inspiration for Abhinava's famous distinction, taken over by all later writers. 


3. Srutidusta is mentioned by Bhamaha, L 47, and by the Dhvanyáloka. IL. 
l4and the Vrtti thereon. Abhinava ( p. 2l4-2l5 of the Locana ) speaks of it as anitya 
because there are cases in which harsh sounds are appropriate, e. g» in raudrarasa, 
Seo also Uddyota Il, parikaragloka no. ], on p. 302. Abhinava also refers to nityani- 
tyadosa on p. ]6of the Locana. 

4, Note that BN is arguing for a further power in poetry, beyond the literal 
sense. Most probably he derives this doctrine from Anandavardhana, 

5, Bhüvite ca rase is really speaking an improper usage. Bhavanaya samar» 
pite rase is what BN means, 
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form of druti, vistara and vikasa, and which approximates the bliss that 
comes from realising (one's identity) with the highest Brahman ( para- 
brahamasvadasavidhah ),? for it consists of repose in the bliss (nirvrtivigranti ) 
which is the true nature of one’s own Self, and which is permeated with 
sattva (guna) intermingled with the diversity of rajas and tamas. It is this 
aesthetic pleasure (bhoga ) alone that is the major element ( i. e. purpose of 
poetry), and it is an accomplished fact ( siddharüpa) (since it consists in 
blissful repose in the pure consciousness of the Self which is an accomplished 
fact) (even though in relation to abhidha and bhavana it is sadhyarupa, i. e. 
to be accomplished). (All forms of) intellectual and moral instruction (vyut- 
patti) (in literature) are in fact only subsidiary, (pleasure being the major 
goal of literature). ”* We reply (to these views of Bhattanayaka ) as fol- 


l. Note the Rasagangüdhara, p. 66 (KM ed. of 2939): गुणानां चैतेषां द्रतिदीप्रि- 
विकासाख्यास्तिसतश्रित्तवृत्तयः क्रमेण प्रयोज्या: । 

These terms are explained in the DR. IV. 43. Ananda speaks of dipti on 
p.209. Seealso Karika Il. 9 (p.208) Abhinava speaks of dipti as being vibása- 
vistáraprajjvalanasvabhávà (p. 208-209, Locana). He also uses the verb dravati in 
connection with karuna, A nanda says that the mind, in barura, is exceedingly moved 
(Grdratam yati, which Abhinava ( p. 207-208) explains as kdthinyam tyajati). This 
certainly prefigures the theory. Is BN the first to use these terms! We think it 
unlikely. See also Gnoli, p. 46, and Raghavan, Sr. Pr, p. 436. 

2, Note the importance of the term savidhak, which means literally ४ near ", 
We don't think it can be taken to mean simply “similar” here, since surely the 
implication is that it is inferior. If this is the correct interpretation, then perhaps 
the passage about the Yogins milking the cow of mysticism ( Locana, p. Ol) should 
be reinterpreted, in spite of what Abhinava says ( Note that this agrees with the 
extraordinary passage in the third Uddyota, p. 5l0, where Abhinava unambiguously 
states that rasdsvada is inferior to hrahmüsvüda ,,.... . . परमेश्वरविश्रान्ययानन्द: प्रकृष्यते 
तदानन्दवि्ुण्मात्रावभासो हि रसास्वादः | See also Sridhara : ओगश्च परानन्दास्वादतां योगिगतो 
ब्रह्मस्वादसंनिकृष्ट: | But not everybody thought that BN meant “inferior”. Mammata, p. 60 
(8. Bhattacharya’s ed, from which the above quotation by Sridhara is taken), 
paraphrases as: brahmdsvddam iva, Note Hemacandra, p. 88: parabrahmasva- 
dasodaro nimilitannyanath, which reminds one of the humorous passage in the 
Dheanyáloka, p. 26: ध्वनिध्व॑निरिति यदेतदलीकसहृदयत्वभावनामुकुलितलोचनैर्नृ्तते, which Abhi. 
navagupta will later defend as being one of the signs of ecstasy. 

3. This is very important, for Bhattanayaka may have been the first to 
clearly say that vyutpatti is secondary to priti. In this he is followed by Abhinava ( p. 
4 - ananda eva paryantikam phalam; and third Uddyota, p. 336 where vyutpatti is 
said to be an incidental result of priti, though the passage is somewhat ambiguous ). 


4, Govinda, in his Kavyapradipa, (p. 06) actually says that this view of BN is 
in accord with the Sankhya doctrine : उद्रेकश्व॒ स्वेतरावभिभूयावस्थानं इति सांख्यसिद्धान्तानुसारेण 
विवृणुते | Sattra, rajas and (amas are of course the three constituents of human nature, 


As Jagannatha says ( p. 29, RG ), during rasapratiti, rajas and tamas are suppressed 
by the preponderance of satira, because of the power of the function called bhogakrttva, 
( Continued on next page 
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lows: the true nature of rasa is the subject of many different and controversial 
views. For instance, some (Lollata for example) believe that that which js, 
known as a permanent emotion (sthayibhava) in its prior ( undeveloped ) form 
Cpürvavastha) becomes nourished (i.e. developed, praptapariposa ) through 
the introduction ( sampata ) of the vyabhicarins, etc., and ( then becomes ) rasa. 
located in the character being portrayed (anukarya). Rasas are called natyarasas: 
because they are used in drama. (Objection to this view by Saükuka : b. 
what can it mean to say that one state of mind (cittavrtti) is ** nourished” 
by another state of mind, seeing that mental moods are in a constant state of 
flux ( pravahadharmin ) ?? Wonder, grief and anger, etc., are not gradually 
augmented ( pariposa ) (on the contrary, they diminish with time). There- 
fore there is no rasa in the character being portrayed.* If one were to say 
that it is in the actor ( anukartr), (the difficulty is that) the actor would 
then be unable to follow the tempo (aya), etc., (since he would be 


Continued from previous page ) 

An excellent account of BN's view and its similarity to the Siikhya is to be found 
in Hiriyana, * Indian Aesthetios ", Proceedings and Transactions of the first Oriental 
Conference, Poona, 922, p. 246-247. * The purpose of evolution in the Sankhya is 
bhoga and apavarga, and the use of this word bhoga in this passage constitutes a link 
connecting the present theory with the Saükhya. ” (op. cit, p. 247-248). 

l]. Here is a one-sentence summary of Saünkuka's position by Prabhikara, 
Rosapradipa. p. 22: विभावादिभिनंटे ऽनुमीयमानोऽनुकार्यगो रत्यादिः स्थायिभावो रसः 

2, It is not clear whatSankuka intends by pravahadharmin. What doeshe mean 
when he says that one mental state cannot nourish another, since auy mental state is in 
constant flux ? The analogy of a river does not hold good, for while it is in a constant 
state of flux, it is nonetheless augmented by minor streams, Why should not a major 
(or abiding, sthayin) mental state be intensified by subsidiary and fleeting mental 
states? Does S'añkuka mean that there is no question of any mental state being 
strengthened by any other mental state, since all of them are after all in a state of 
flux- always changing — diminishing in their intensity with the passage of time? But’ 
this does not seem true. Does he mean that it is only in the theatre that one has a 
concentrated mental mood, not in real life? If so, would he argue that Rama’s love 
was constantly changing? Unlikely, What then could he mean? 

3. This passage has been expanded in the A. Bh. p. 274: शोकस्य प्रथमं तीव्रत्वं 
कालात्तु मान्यदर्शनम्‌ | This is very true, and well observed, but what does it prove? 
Perhaps the point is that a mental state becomes intensified or weakened because of 
the external objective stimulants, and not because of other mental states (like the 
vyabhicháribhüvas ). " 

4, The sentence iti ndnukdrye rasah is elliptical. It should be explained as 
follows: अनुकार्ये ( रामादौ ) विद्यमानः रसः सामाजिकेनास्वाचत इति न युक्तम्‌ | According to 
Lollata, the spectator relishes the rasa (i. e, ratyüdistháyibhava ) which is located in 
the character portrayed. Now Sankuka's view is that the spectator cannot be said 
to enjoy the ratyádibháva which is after all located in the character portrayed, who 
is removed both in space and time from the spectator, 

5. Note how the BP takes laya (p. ]84): लयो नाम नृत्तगीतवाद्यानामेकतानतारूपं. 
साम्यम्‌ | But we feel that Gnoli's interpretation, which we follow, is better (see his 


Int, p. XVIII). 


| 
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‘absorbed in an aesthetic experience and unable to concentrate on his duties 
‘as an actor). If one were to say (that rasa, i. e. ratyadibhava exists )in the 
spectator, how could there be delight (camatkara) ? On the contrary, in 
karuna ( rasa ) (i. e. in tragic situations ), etc., the spectator would experience 
(only) pain. Therefore this thesis is incorrect. What then is the 
correct view ? Tt is not possible (precisely) to imitate any one particular 
mood because of the endless and ever-changing ( aniyata ) degrees of intensity 
(of the mental moods). Moreover it would be useless to do so, for if they 
were reproduced exactly ( visistatà ), because (the spectator) would not be 
moved ( tatasthya ), there could result no edification (vyutpatti ). 


Therefore, ( here is Sankuka's view :)' when this sthayi( bhava), whose 
"nature is not definite ( as regards its particular intensity) is combined with 
‘the vibhavas, anubhavas and  vyabhicáribhàvas, there results an experience 
€ pratipatti ) of the the sthayi(bhava) (love, etc. ) which is inferred as existing 
in the actor ( because he is for the time being the locus of the rati, etc.) and 
is (therefore) confined only to the drama. The nature of this experience is 
the enjoyment of the sthayibhava (love, etc.) (thus inferred as existing in the 
actor ) and it is different from memory, because it is the object of the appre- 
hension that “ this Rama (standing before me, as represented by the actor ) 
is happy” (because he is with Sita)”. This rasa does not depend on any 
other thing beyond the actor who is apprehended ( by the spectator) as non- 
different from the character being portrayed, and the spectator who is the 
Telisher ( of the ratibhàva, etc., inferred by him as existing in the actor De 
Only that much’ (and nothing more is required for the aesthetic experience 
of the rasa ). Therefore, rasa exists only in the drama, and not in the charac- 
ters to be portrayed, etc. This is the view of some (i. e. of Sankuka ). 


Others* say : the appearance (semblance, avabhasa ) of a sthayi (bhava) 
in the actor, which has been brought about by the dramatic accessories 
( samagri ) such as abhinaya, etc., is like the appearance (semblance) of a 


l. This is a difficult passage. We take viisfa to mean niyata ( definite, 
particular, precise.) : नटे अनुकार्यरामादिगतविशिष्ट (i.e. नियत ) चित्तवृत्तिज्ञानं वर्तते। तेन च 
नटेन तज्ज्ञानानुसारेणाभिनयः क्रियते | इति स्वीकृते, सामाजिका अपि नासौ पारमार्थिकः रत्यादिभावः किंतु 
तदनुकरणमात्रम्‌ इति जानीयुः । तेन चानुकरणमात्रत्वज्ञानेन सामाजिकानां ताटस्थ्यं स्यात्‌ | ततश्च 
व्युत्पत्तेरसंभवः | Very different, however, is Gnoli, p. II0, 

2, Ayam ramah sukhi is explained by the BP (p. 85) as ramo’ yam sitávisa- 
yakaratiman, 

3. Adah means “idam”, See Locana p. I60, where Abhinava uses the 
same expressiou, It occurs again on p. 239 and 258 of the Locana, 

4. Itis difficult to identify the person who held this opinion, number 4, given 
on p. I86. According to Mammata ( KP. LV, p. 88 of Jhalkikar's ed.) the painted horse 


analogy ( citraturaganyaya ) belongs to Saükuka, whereas here it is given after his 
views haye already been expounded, 


79 शान्तरस 


| | | i 
i | | | horse ( drawn ) on a canvas by means of yellow pigment, etc. Because it is 
| | enjoyed by an act of cognition, which is otherwise called relish ( asvada ), and 
| since it is transcendental, it is called rasa. And so the expression nàtyarasah 
i is to be explained as natyad rash, i. e. rasas arising from drama. 


| | | Others, however, say : the vibhavas and anubhavas alone, being present- 
| ed (to the spectator ) with the help of special stage-equipment ( acting, 
| al music, dialogue, etc.) ( visistasamagri) and being linked (anugakta ) with the 
[ | | | | | | instincts ( vāsanā ) appropriate to the mental state in the form of the sthayi- 
| NI bhava which is sought to be produced ( vibhavaniya ) by these vibhavas and 
| | | NI which is intended to be brought within the purview of the experience of the 
FN j spectators by means of these anubhavas, these ( vibhāvas and anubhāvas ) be- 
] coming the object of the relish in the form of the bliss of the Self ( svanirvrti- 
IN carvanavisista ),°— well, these vibhavas and anubhavas themselves are rasa, 
| | Therefore, rasas, are nothing but drama. Others say that rasa is the 
tu n vibhàva alone, others that it is the anubhava alone, and some that itis the 
J sthayibhava alone. Others say that rasa is the vyabhicaribhava; still others 
THI that the combination of these ( four) is rasa. Some say that rasa is the 
है | character being portrayed. Others say that rasa is the conglomeration of all 
{ | these ( five ) things. Anyway, this is enough now. 
(Here then is my own, Abhinava’s, position ) : rasa applies to ( non- 
} | | dramatic) poetry as well, where in place of realism? ( lokadharmi) and 
| - = 
| 


— 


—— ET 
ws 


l. This is a dificult passage. Tadvibhavaniya means vibhdvavibhdvantya, 


Wt. “The sthayibhava which is sought to be produced by those vibhavas.” Tadanubhava- 
Pl | j niya means anubhava-anubhávaniya, “ The sthayibhava which is intended to be brought 
b Lu within the purview of the experience of the spectators by means of those anubhávas," 
| Hs विदिष्टसामग्रया समर्प्यमाणं means अभिनयादिसामग्र्या सामाजिकानां पुरस्तादुपस्थाप्यमानम्‌ । 
ih 2, Note how similar this is to Abhinava's view. 

t | | 3. On nátyadharmi and lokadharmi, see the long article by Raghavan, J. 0, Ra 
A Nl Vol, VII, 933, p. 359-393, part I, and part II, Vol. VIII, I 934, p. 57-75. Lokadharmi 
í I refers to everything in the drama that is realistic (and applies thus primarily to the 


theatre: asides that nobody else can hear, monologues, talking animals, gods on the 
stage, etc, Note that in the thirteenth chapter of the Natyagistra ( Vol. IL, 6. 0. 8. 
N ए-. 24) when Bharata begins a long list of the laksanas of each, he speaks of loka. 


x x prakarana ), whereas nütyadharmi refers to all the conventions used only in the 
al dharmi as svabhávabhávopagata ( XIIT,7I). Tt is a very embracing topic with Bharata, 


| | | | | | and includes such diverse elements as tho pravrttis, the prakrtis, the dance, etc, Note 
| | i the very interesting verse that Abbinava quotes from his teacher ( Bhattatauta !— he 
| | u" only says: यथोक्तम्‌) : 

+ यदत्रास्ति न तत्रास्य कवेर्वणनम्हति 


| ! यन्नासंभवि तत्र स्यात्संभव्यत्र ठु धर्मतः । 

* | The second half of the verse, unless one has na sambhavi, makes no sense. But the 
| " first ie all right: “ Not everything that is in the world deserves to be described by 
D " the poet in his plays,” Abhinava more than once points out that not everything in 

| ( Continned on next page 
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convention ( natyadharmi ) (that apply to the theatre) there are the two modes 
of svabhàvokti! and vakrokti which convey rasa by means of transcendental 
(alaukika) vibhavas,* etc., which are presented by words possessing such 
qualities as clarity ( prasanna ), softness ( madhura) and vigour ( ojasvin ).* 


Continued from previous page ) 

the drama need correspond to reallife, As proof of this, he points out that many 
dances do not have anything to correspond to them in reallife, ( What in the outside 
world bears any resemblance whatsoever to Beethoven’s last quartets?) Note too, 


what Abhinava says in the A, Bh. vol, I, p, 269: लोके तु कदाचिन्न भवत्यपि गृहीतत्वात्‌ | 
are छुत एव जीवितम्‌ | lt may be that Abhinavagupta was the first writer ever to 
have articulated this refutation of strict realism, which has now come to seem so 


commonplace in modern literature that it needs no defence, This was not 80, less than 
fifty years ago, 


l. These are parallel terms, svabhavokti corresponding to lokadharmi and 
vakrokti to nátyadharmi as applied to kavya, Thus Abhinava is using the terms in 
their widest sense, Bhāmaha too ( V. 66 JI. 85, L. 30) uses vakrokit to apply to all forms 
of alankára, But he defines svabhavokti (II. 93) as a separate figure of speech, 
(Thus De's remark, Vakroktijivita, p. 23 : “Kuntaka follows Bhàmaha in rejecting 
svabhávokti as an alankdra” is not true, It stems from the qualifying phrase in 
Bhamaha : iti kecit pracagkate, which does indicate doubt on Bhámaha's part, but not 
complete rejection.) Dandin (IL 363) divides vaamaya into two realms : svabhavokti 
and vakrokti, See also Udbhata. IIL 8-9. The most elaborate discussion on svabha- 
vokti is found in the first chapter of Kuntaka’s Vakroktijivita, Vakrokti of course for 
Kuntaka is just what dhvani is for Ananda, only it is even wider in its embrace, 
Svabhávokti is the alakkarya, the kavyasarira to which vakrokti is applied. See the 
valuable article by V. Raghavan, “ History of Svabhavokti™ in « Some Concepts, ete, ”, 
It is tempting to see the division in Skt. poetry as that of realism and romanticism, 
Certainly verses that illustrate svabhavokti tend to be more simple and direct, 
and to deal with less exalted subjects. Moreover, the passage from the Locana supports 
this conjecture. There are not a great many Skt, posts who excelled in realism, Profes- 
sor Ingalls has written about one who did, Yogesvara, in two remarkable articles : «A 
Sanskrit Poetry of Village and Field : Yogefvara and His Fellow Poets” J. A. 0.5. 
vol. 74 (I954) pp. I29-3I; and * Yogefvara and His Favourite Poets, ", Dr, V. 
Raghavan  Felicitation Volume, Adyar Library Bulletin, Vols. 2-22, 7967-68, 
Madras, pp. 386 ff. A poem that deserves to be much better known in this respect is 
Abhinanda's Kádambarikathüsára, quoted by Abhinava several times, which contains 
some remarkable examples of well-observed minor moments in life, 

2. Against Balapriya (p. I86), we take alaukika to construe with the 
vibhavas, eto. In other words, the vibhdvas are alaukika in so far as they are called 
vibhávas, It would not make much sense to associate the word with the gunas them- 
selves. 

3. These are the $abdaguzas mentioned by Bharata, Dandin and’ Vümana, 
Anandavardhana completely altered the older teaching of Dandin (I. 4I-42) and 
Vamana (I.2.]I) on guzas by bringing them under his system of rasa, For him, 
the gunas ace the properties of rasa (as opposed to the alaxkdras ) See under II. 7 
of the Dhranyaüloka. Instead of the usual ten guras accepted by Bharata, Dandin 
and Vimana, Ananda accepts only the three mentioned here. The concept is very 
complex, and we have dealt with it at some length in our notes to the Locana 


( Continued on next page 
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Or we could even grant that aesthetic experience ( rasapratiti) in poetry is 
distinct in nature from that experienced in drama, since there is a difference 
in the means whereby it is brought about (in both cases). Nonetheless 
(tavat ), the particular mode by which aesthetic experience is brought about 
is the only one that will be explained presently (iyam eva). This being the 
case, the criticism ( of Bhattanayaka ) concerning the impossibility of rasa being 
found either in oneself or in someone else, applies only to the first view ( i. e, 
Bhattalollata's). But in all the views (so far expounded ) the unavoidable 
fact remains that rasa is perceived (pratiti)? For if it were unperceived 
(as Bhattanayaka claims ), then we could have no dealings with it, just as 
we can have no dealings with goblins* (since such creatures do not really 


Continued from previous page ) 
translation to be published shortly, Note that Abhinava, in his discussions on the 
gunas, has occasion to develop a theory much like the one hinted at by the words 
druti, vistara and vikdsa as used by Bhattaniyaka, Ardrata stands for druti. Dipti 
would be the equivalent of vistara, and vyüpakatva (or samarpakatea ) of viküsa, 
Tbey are of course associated with certain rasas. See the Locana on IL 7-0, The 
best treatment of the problem isto be found in P. C. Lahiri, * Concepts of Riti and 
Guna in Sanskrit Poetics”, University of Dacca, I937, and V. Raghavan, Srigdras 
prakaša, pp. 249-25l, 

l. There should be a ‘dando after updyavailakganyad, Iyam eva begins a 
new sentence. 

2. Le, Lollata’s views, which BN refutes so convincingly that Abhinava 
need not do the work again, 

3. This is directed against BN. who had said earlier (p. 82), tena ma 
pratiyate...rasah.JAbhinava expands this on p. 277 ( A. Bh. Vol. I, Gnoli, p. I ): प्रतीत्या- 


दिव्यतिरिक्तश्व संसारे को भोग इति न fia: | रसेनेति चेत्‌ सापि प्रतिपत्तिरेव । But this is perhaps to 
interpret BN too rigidly. By saying na pratiyate rarah, obviously he could not be 
claiming that rasa does not exist, only that pratiti is not an adequate 
word to express how it is experienced. Perhaps (if he is not merely to be sophistie) 
BN means that it is not * perceived " the way other things are in the world, i. e. it is 
not the result of the ordinary pramünas such as pratyaksa, etc, Moreover, Abbinava 
accepts what BN says about rasa being neither personal ( sengata ) in which case we 
would become physically involved, nor paragata, in which case we would be indiffer- 
ent. Abhinava also accepts the reason for this statement : rasa is made universal, 
güdháranikarana, which is one of the most important concepts of Skt. poetics, first 
met with ( under the name of bhavana ) in BN and universally accepted by later 
writers, 

4, It would seem that Abhinava is saying that pi§icas (goblins) are merely 
figments of the imagination, On p.277, vol. Lof the A.Bh. ( Gnoli, p. I] ) Abhinava says 
the same thing : न चाप्रतीतं वस्त्वस्ति व्यवहारेण योग्यम्‌ If Abhinava is indeed saying that 
such things as goblins and ghosts are merely products of our fancy, he would be one 
of the few early Indians to hold such an unorthodox opinion, We think it very likely 
that this is what he means ( how else could we interpret the line?) for he has made 
similar statements earlier : in the first Uddyota, commenting on a verse by his teacher 


Bhattendurája, he says : न्‌ ह्चेतनोपालम्भवदसंभाव्यमानो$्यमर्थो न च AAI ( p. 227 ). 
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exist outside of the imagination ). Moreover, though as cognition they are 
the same, nonetheless such forms of perception as direct perception 
(pratyaksiki), inferential perception (anumaniki), that which arises from 
verbal testimony ( agamottha ), that which is caused by intuition ( pratibhana- 
krtà ), and that which stems from yogic sight ( yogipratyaksaja i. e. telepathy, 
etc. ) are distinguished from one another by the means through which they are 
brought about. So also the perception (pratiti) of rasa, for which other 
names are carvana (relish ), asvadana ( gustation ), bhoga (enjoyment), (is a 
form of perception different from these other types of perception), because 
the set of factors, namely the vibhavas, etc., helped by sympathetic response 
( hrdayasamvada ), etc., which lie at the base ( nidana ) of the aesthetic experi- 
ence are of a transcendental nature. When we say that “rasas are perceived ” 
(we are using language loosely ) like when we say that “he is cooking the 
boiled rice ”! ( odanam pacati) ( where to be more precise we should really say 
tandulàn pacati, since odana is the finished product ), for rasa is the process of 
perception ( pratiyamana eva hi rasah)” itself; and rasana (aesthetic experience) 
isa particular kind of perception (i. e. it is broughtabout by the samagri 
such as vibhavas, etc., in literature) ( pratitir eva visista rasana). This 
perception ( of rasa) in drama is distinct from every-day cases of inference, 
though it depends on inference in the initial stages ( since one first infers from 
the vibhavas, etc., the sthayibhava in the person being portrayed ). In poetry 
too this perception ( of rasa) is different from other kinds of verbal cognition 
(i.e. abhidha, tatparya and laksand), but in the initial stages it depends on 
abhidha as a means ( of reaching the suggested sense). Therefore the purvapaksa 
(Lollata's view)? has been destroyed (by Bhattanayaka ) such that it can 


l. This refers to the distinction between tandula, the raw rice, and odana, 
the finished product, Strictly speaking, we should say: tandulān pacati, * he cooks 
the rice” and not ** odanam pacati," But the words are used loosely, In the same 
way, rasah pratiyate is not strictly correct, for rasa is the finished product, What 
we should say is vibkdvadi pratiyate, Most probably this is what Bhattaniyaka 
meant as well, 

2 Pratiyamána eva hi rasah means pratiyamanatà eva hi rasah, Abhinava 
means that rasa is the actual process of aesthetic experience, and not the object 
(visaya ) of that process. Just as rosa is described as rasyamdnatd, in the same 
way it is here called pratiyamdána (i.e. pratiyamünatü, pratitih, rasand, àsvádah ), 
It is identical with experience—it is the aesthetic experience itself. In a similar 
fashion (and this may well have been the inspiration for Abhinava's view ), the 
sükyin, in Veddnta, does not really see another object, or even experience happiness, 
for it is sarvaprakdgaka, and actual sacciddnands itself. To say atmánubhüyate is 
simply loose terminology, since this implies the ¿ripw&, which is absent in true 
anubhava, Cf A. Bh. p. 285 : सिद्धस्य कस्यचित्रमेयभूतस्य रसस्याभावात्‌ | 

3. We take this as a reference to Bhattalollata’s views on the strength of 
the equivalent passage in the 4. Bh., p. 277 ( Gnoli, p. U) : तत्र पूर्वपक्षोऽयं भट्टलो छट पक्षा 
नभ्युपगमादेव नाभ्युमगत इति तदूषणमनुत्थानोपहतमेव \ 
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never rise again. ( When Bhattanayaka ) on his part says that ( extraordinary y 
deeds of Rama (such as building a bridge over the ocean, etc.) do not win 
sympathetic response from everybody, he is being very rash ( sahasa ) 
indeed.’ For minds are characterised as possessing a great variety of latent 
impressions (vasana). As has been said: “ Vasands are endless, because 
desire is eternal”. “< Though separated by species ( jati), place ( de$a) and 
time (kala), nonetheless there is a correspondence between memory and 
samskaras (i. e. though several lives intervene, vasanas still give rise to instin- 
ctive reactions to external situations ), "? Therefore it is now established 

l. There is a very interesting passage in the A. Bh. Vol. II, p. 42, germane 
to this issue, Here is the text: . 

यदि तु मुख्यत्वेनैव देवचरितं वर्ण्यते तत्तावद्विप्रलम्भकरुणाद्धृतभयानकरसोचितं चेन्निवध्यते 
तन्मानुषचरितमेव संपद्यते, प्रत्युत देवानामधियाधानं प्रसिद्धिविधातकम्‌ । तत्र चोक्तो दोषः, विप्रलम्भाः 
भावे ठु का तत्र विचित्रता रन्जनाया एतत्ममाणत्वात्‌ | अत एव सहृदयसंवादोऽपि देवचरिते दुर्लभः, न च 
तैषां दुःखमस्ति, यत्प्रतीकारोपाये व्युत्पादनं स्यात्‌ ¦ नायिक्रा तु दिन्याप्यविरोधिनी यथोर्वशी नायकचरिः 
तेनैव तद्रुत्तस्याक्षेपात्‌ | 

“If however the doings of Gods are described ( in a drama ) as the main thing, 
then in case they are presented as appropriate to vipralambha(érigdra), karuna, 
adbhuta, and bhayánaka, they will tarn out to be only the doings of ( ordinary) human 
beings. If on the contrary, the (genuine) doings of Gods are presented unwittingly 
( adhiyá ádhánam 2, that would offend what is generally well-known (in the world as 
possible in the case of human beings). The blemish entailed thereby has been 
(already) stated. And if there is no presentation of rasas such as vipralambha 
( $rngára ), etc, what charm can result therefrom, since entertainment (of the 
audience ) essentially depends on these (i, e. on vipralambha, karuna,etc.)? Hence 
it-is, that sympathetic response (from the spectators ) is diflicult to achieve in the case 
of the presentation of the doings of Gods. For they ( i. ७, the Gods) are not subject to 
any suffering, so that from the description of (that suffering and of ) the means used 
by them to overcome it, the spectators may derive instruction. There is however 
nothing contradictory in introducing even a divine heroine (as opposed to a hero ), as 
for example Urvasi ( in Kalidása's Vikramorvatiyam ), for her actions are presumed 
to be plausible because of the actions of the ( human ) hero (in that drama ). " 

"We are not certain of the phrase : pratyuta devünüm adhiyádhünam prasid- 
dhivighátakam. Also, we are not able to understand the exact sense of the last 
sentence : नायिका तु दिव्याप्यविरोधिनी, यथा उर्वशी, नायकचरितेनैव तद्दृत्तस्याक्षेपात्‌ | 

, 2, This must be a reference to p. 8 of the Locana, where BN said: समुद्र- 
सेतुबन्धादयों विभावास्ते कथं साधारप्यं भजेयु: | But what could he mean by this? Tho only 
logical inference would be that virarasa in such cases is not genuine, since it involves 
improbabilities. But this would be an odd position for anyone to take of the Ramayana 
{though Abhinava himself acknowledges the truth of this for all but the most famous 
of exploits, when he says that in the case of the prakarana, outlandish events should 
not take place, since this will prove to be a vighna for the spectator -see p. 33 of the 
‘Locana). Surely the whole point of the sadhairanikarana doctrine is that it allows 
such events to become impersonalised, and so imaginatively possible, Could BN have 
actually said: रामादिचरितं न सर्वस्य हृदयसंवादि ? 

3. Yogasütra IV. I0,and IV. 9, On. p. 28% of the A, Bh, Abhinava has a very 

( Oontinued on next page 
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that there is the perception of rasa. Moreover (Bhattanàyaka is wrong, 
because ) this perception in the form of aesthetic enjoyment ( rasand ) does arise 
(utpadyate). And in bringing about this perception ( tatra) the function is 
the suggestiveness (dhvanana), i.e. the vyanjana of the literal sense and 
denotative words,’ which is a function different from abhidha. ( What 
Bhattanayaka calls) the function of aesthetic relish (bhogikarana ) with 
regard to rasa in poetry is nothing other than suggestiveness ( dhvanana). As 
for bhavakatva, which ( for us ) consists in the use ( parigraha) of proper 
gunas and alankaüras, we will speak of this in some detail (later in the 
second Uddyota). What is new about it? When you (Bhattanayaka) say 
that poetry is the producer ( bhavaka ) of rasas, through bhavana, you have 
yourself revived the theory of utpatti ( which you supposedly destroyed ).४ 
One cannot say that in poetry words alone are productive (of rasa )* for 


Continued from previous page ) 

interesting passage where he justifies the nine stháyibhávas in all human beings 
(though some predominate in certain people and others in others ), and ends by saying: 
न हेतचित्तवृत्तिवासनाशून्यः प्राणी भवति | In the course of our beginningless journey through 
this universe, we have experienced all emotions, Thus nobody fully aware of his own 
humanity can fail to be moved by another person’s experiences, On p. 283 (of the 4. Bh,), 
'Abhinava quotes a fascinating line from Patanjali IL 4: न हि चैत्र एकस्यां स्त्रियां रक्त इत्यः 


न्यासु विरक्तः | “The fact that Caitra is in love with one woman does not mean that he 
is out of love with others.” This is not meant humorously, but only that when Caitra 
isin love with one woman, this means that hislove for that particular woman is 
dominant in his mind. It does not mean that his mind is altogether devoid of love 
for any other woman. He of course has love in his mind for other women also, but 
this love is more feeble than the other, and hence overpowered by the love he 
feels for a particular woman at any given moment. 


l. Suggestion applies to the nacya (60. g. in vastudhvani, where the literal 
meaning suggests the vyaigyartha ) and to the vácaka (since rácakas are vyanjakas ), 

2. This is somewhat curious. Where has BN said that bhávakatva is samuci- 
tagundlankaraparigraha? For BN bhávaná is südháranikarana. How can this be 
‘associated with génas and alaakávas? However, Abhinava himself, in the 4. Bh. 
p. 277, uses these very words to characterise BN's views, Ths wording in the 4, Bh, 
is slightly different: दोषाभावयुणालंकारमयत्वलक्षणेन ... ... ... भावकत्वव्यापारेण | The phrase 
nibidanijamohasankatakárira on p. 277 of the A. Bh. vol, l,is puzzling. Perhaps we 
must read samkatanivritikarina, 

3. This is well observed, It is true that BN must use some expression like 
utpadyate, regardless of what word he chooses, Thus when he says bhavite ca rase 
{ Locana p. 283 ), one must paraphrase by bhavanayá samarpite ca rase, 

4  Abhinava's point seems to be that BN said ( Locana, p. I82) that there 
are three functions of words: काव्यात्मनः शब्दस्य त्र्यंशताप्रसादात्‌ | But this is unfair of 
Abhinava, since he too says over and over that vyañjanā is a gabdavyapara, Surely 
iBhattanàyaka must have meant the same thing? It is most unlikely that he would 
have restricted the function to words, On the other hand, Abhinava himself has argued 


for the importance of gatda. Cf, the interesting passage at the end of the first 
Uddyota, p. I58-59, 
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if their meaning is not known, no rasa can arise. Nor can one say that it is 
meaning alone (that gives rise to rasa in poetry ) for if the same meaning is 
expressed by other words ( Sabdantareparpyamagatve ) rasa does not arise.' 
We (the Dhvanivadins ) have explained that both word and meaning (are 
helpful in the presentation of rasa ) when we said: “ Wherever a meaning or 
a word manifests a suggested meaning, "" etc. Therefore by means of the 
function known as suggestiveness (as a means), and through (the use of ) 
gunas, alankaras and propriety ( aucitya ), etc., as a procedure (itikartavyata), 
poetry which is possessed of the power of conveying (bhavaka) (rasas ) 
conveys (bhavayati) rasas, and in this three-fold scheme of bhavana 
(as accepted by the Mimamsakas )° suggestiveness fits in as the means 


. Of, what Ananda says on p.358 of the Dhvanyáloka, Uddyota ILL in the 
context of vyañjanā. 


9, Dhvanyáloka I. I3. The whole verse reads: 


यत्रार्थः शब्दों वा तमर्थमुपसर्जनीकृतस्वार्थों । 
ag: काव्यविशेषः स ध्वनिरिति सूरिभिः कथितः ॥ 


« When the (directly expressive) word and the literal meaning both first 
subordinate themselves (to the suggested sense ), the word subordinating its meaning 
and the literal meaning subordinating itself, and then reveal that ( suggested ) sense, 
that kind of poetry has been called dhvani by the wise," This is in fact the major 
definition of dhvani in the D. Al. 


3. In brief, the Mimasd position is as follows: bhāvanā, creative force, or 
creative energy, is of two kinds: (l) sabdi, and (2) ürthi, Ib isa particular kind 
of activity in an efficient or operative agent (bhdvayitr), which is conducive to the 
production of the effect ( or conducive to the coming into being of that which is going 
to come into being). 4übdi bhavand means verbal creativity, or word-efficient force, 
Arthi bhávaná is purposive creativity, or end-eflicient force, Sabdi bhavana is 
concerned with how the words in a scriptural or secular command operate in bringing 
about the fulfilment of that command, Arthi bhāvanā is concerned with how a 
particular action ordered by the scriptures or by a human master is carried out by the 
person ordered to do it, with a view to achieving the expected result, In this passage 
we are concerned with @rthibhdavand and not with Sabdibhavand. Bhavana consists of 
three elements: () sadhya (objective aimed at by the action), (2) südhana or 
karana (the raeans leading to that objective ) and (3) itikartanyata (procedure to be 
followed in reaching the objective ) (kim bhávayet, kena bhavayet, katham bhdvayet ), 
According to Abhinava, Bhattanàyaka has borrowed the word bhévand from the 
Mimümsakas. In karmakdnda, in the case of a sacrifice like jyotistoma (jyotistomena 
avargakümo yajeta ), svarga is the sadhya, ‘The jyotitsoma sacrifice is the südhana or 
karana, and the performance of the minor sacrifices praydja, anuydja, etc. is the 
itikartavyatā. In poetry aud drama, rasa (or rasdsvada) is the sadhya, dhvanana or 
vyafjanüvyüpára is the südhana or karana, and gundlaxküraucityadi (i. e. samuci- 
tagundlankaraparigraha is the itibartavyatá. Thus according to Abhinava, dhvanana 
isthe karana or südhana by which rasasvada is brought about. This is what he 
means by the sentence इति त्र्येशायामपि भावनायां करणांशे ध्वननमेव निपतति | He means that 
kavya is the bhavaka of the rasasvada, just as the performer of a sacrifice is the 
bhavayitr (i, € bhávaka ) of the svargaripaphala, 
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(karana). Nor does bhoga (aesthetic enjoyment) come about through the 
words used in poetry (alone), but rather (it comes about) through the removal 
of the obscuration ( sañkata ) (of the blissful nature of the Self) caused by the 
blinding darkness which is itself the result of deep ignorance ( moha). In the 
transcendental ( Jokottara ) aesthetic enjoyment ( bhoga ) that is to be brought 
about (in this manner), for which another name is asvada (enjoyment), and which 
consists of druti, vistara and vikasa," suggestiveness alone (according to us, 
should be) given the highest place of honour (murdhabhisikta). When suggesti- 
veness (of poetry in relation to rasa) is admitted, this so-called bhogakrttva (of 
poetry) inevitably follows. For bhoga is nothing other than the inexplicable 
thrill of delight (camatkàra) that arises from aesthetic enjoyment (rasyamanata), 
But it is not correct to say that aesthetic pleasure ( asvada ) is divided ( only) 
into three, druti, etc., ( because there are innumerable variations possible ) on 
account of the endless variety created by the principal-subordinate relation 
among the ( gunas ) sattva, etc. We admit ( with Bhattanayaka ) that aesthetic 
enjoyment is similar to the joy ( that comes from realising one's identity with) 
Brahman. (We also admit with Bhattanayaka* that) the intellectual 


l. This is BN's own position. See 4. Bh. p. 277 : चतुविधाभिनयरूपण निविडनिज- 
मोहसक्कूटकारिणा विभावादिसाधारणीकरणात्मनाऽभिधातो द्वितीयेनांशेन भावकत्वव्यापारेण भाव्यमानो- 
रसः ete. 

2, This could not be Abhinava's position, since on the next page (I90) he 
will reject this three-fold classification ( even though in the Locana comm, on IL 7-0 
he develops a similar scheme), But if this is BN’s position, and not Abhinava's, there 
should have been some indication to this effect, By ending it with dhvananavyápára 
eva mirdhabhisiktah, he has inextricably woven in his own views, 

Further on druti, vistara and vikasa , see Mammata, K P. p. 474, Jhalkikar's 
ed, Dipti is vistara, mādhūrya is druti, but for some reason nikdsa is not connected 
with prasáda, as one would expect, The scheme is accepted by Dhanamjaya, 

3. Note how Mammata (p. 59, Jhalkikar’s edition) puts this: परिस्फुरन्‌ हृदयमिव 
प्रविशन्‌ सर्वाज्ञीणमिवालिज्ञन्‌ अन्यत्‌ सर्वमिव तिरोदधत्‌, ब्रह्मास्वादमिवानु भावयन्‌ अलौकिकचमत्कारकारी 
झङ्गारादिको रसः! This is so well expressed that it has been copied by the Küryapradipa, 
p.69. Such language became, surely on account of both BN and Abhinava, very 
common in describing rasa ( whereas Ananda does not use the word camatkara in its 
technical sense), so much so that we find Kuntaka, in describing an exquisite verse 
( quoted in the Locana, p. 63 as well), using similar terms ( De's ed. of the Vakrokti- 
jivita, p. 35) : अत्र किमपीति (as an explanation of the line in the verse that reads हृदये 


किमपि ध्वनन्ति) तदाकर्णनविहितायाश्चित्तचमत्कृतेरनुभवेकगो चरत्वलक्षणमव्यपदेइयत्वं प्रतिपाद्यत | 
4. It wovld seem, as already noted, that for Abhinava, as for BN, priti 


is the major goal of poetry. Cf. Locana p. 40 ( under L. ।), तथापि तत्र प्रीतिरेव प्रधानम्‌ | 
Thus for Abhinava, vyutpatti becomes easier to accept (soe p. 336 of the Locana ) and 
is the result of priti, but still the major point of poetry is delight, Of course vyutpatti 


means instruction in all the four vargas, including moksa (p. 4l: चतुवेर्गव्युत्पत्तेरपि चानन्द 
एव पार्यन्तिकं मुख्यं फलम्‌) with the result that vyutpatti and priti ( i. e. ānanda ) amount 
finally to the samo thing ; Cf. p. 336: न चैते प्रीतिव्युत्पत्ती भिन्नरूपे एव, हयोरपि एकविषयत्वात्‌ | 
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refinement ( vyutpadana ) (that results from poetry) is different from that 
Which comes from the #ástra through mandates (Sasana) and from the 
itihasa through recommendation ( pratipadana ). In addition (atirikta) to 
the message that poetry provides for the readers in the form of the analogy 
that they must behave like Rama,’ can we help it (or: ‘who is to be 
blamed " - kam upalabhamahe )° if finally ( poetry ) creates an intellectual 
refinement in the form of the development (vijrmbha) of their critical 
receptivity? Therefore the following is established : rasas are suggested 
(abhivyajyante). They are aesthetically enjoyed? by their very perception 
(pratitya eva ca rasyante ) (i. e. rasa is aesthetic enjoyment itself). "* 

And here, finally, is the application of this theory to what has been 
traditionally regarded as the first actual literary experience. We include here 


the Karika and Anandavardhana’s V tti on it as well :* 
( ध्वन्यालोकः, pp. 84-90 ) 


काव्यस्यातमाः, स एवार्थस्तथा चादिकवेः पुरा | 
क्रो्चदवन्द्ववियोगोत्थः शोकः श्लोकत्वमागतः ॥ 
विविधताच्यवाचकरचनाप्रपञ्चचारुणः काव्यस्य स॒ एवार्थः सारभूत; | तथा 
चादिकेर्वाल्मीकेः निहतसहचरीविरहकातरक्ैद्याक्रनदजनित: शोक एव छोकतया परिणत: | 
. शोको हि करुणस्थायिभावः । प्रतीयमानस्य चान्यमेददशने5पि रसभावमुखेनेबोप- 
BAT प्राधान्यात्‌ | 


6 l. This must be the source of the later dictum, so frequently met with ( e, g. 
KP. ander I. 2): रामादिवद्रतितव्य॑ न रावणादिवत्‌ | 

2, The idea is: this is the way things are, and nothing can be done about 
it, with the further implication that this is the way things ought to be as well. 
(Ananda uses thisidea on p. 408 and Abhinava uses the expression kim kurmah often). 
TThus Gnoli's interpretation is incorrect, 

3. Throughout the Locana, Abhinava has insisted on the importance of the 
wahrdaya, the reader, Of. his opening stanza : kavisahrdayakhyam, See also the 
Kávyamimümsá, IV, where Rájasékhara divides pratibhá into two kinds; karayitri 
and bhavayitri, where bhivayitri corresponds to this type of “imagination” that 
belongs to the reader, and which is a faculty he brings to his appreciation of poetry. 

4, Note what Abhinava says in the A. Bh. p. 279: अधिकारी चात्र विमलप्रतिभान- 
शालिहृदयः | See the important definition of the salirdaya, the “sensitive reader”, in the 
Locana, p. 38 : येषां काव्यानुशीलना भ्यासवशाद्विशदी भूते मनोमुकुरे वणनीयतन्मयीभवनयोग्यता ते 
स्वहृदयसंवादभाजः सहृदयाः | “ Those people who are capable of identifying with the 
subject matter, as the mirror of their hearts has been polished through constant 
repetition and study of poetry, and who sympathetically respond in their own hearts— 
those ( people) are what are known as sensitive readers.” Abhinava then quotes a 
fine verse from the NŠ, VII, 7, G. O. S. Vol. I, p. 348 : 

योऽर्थो हृदयसंवादी तस्य भावों रसोद्धवः | झरीरं व्याप्यते तेन शुष्कं काष्ठमिवाभिना ॥ 

« The extornalisation ( bhava ) of that emotion (artha) which makes an appeal 
to the heart is the source ( udbhava) of rasa. The body is suffused by it, as dry wood 
is suffused by fire,” Cf. Locana, p. डा, 

B, D. Al, I. 5, ( pp. 84-90, B. ed. ). 


I 
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KARIKA V: 

It is the ( suggested ) meaning alone that is the soul of poetry, Thus 
long ago, the sorrow of the first poet that sprang from the permanent disrup- 
tion of the sandpipers’ love-making was transformed into verse. 


VRITI: 

That ( suggested ) sense alone is the essence of poetry — poetry which 
is beautiful because of a richness ( prapajica) of structure ( racana ) and of 
varied words and ideas. And thus the sorrow that was aroused ( Janita, i. e, 
uddipita ) by the cries of the Kraufica bird who was frightened ( katara) by 
the separation ( viraha) from his murdered wife, in ( Valmiki) the first poet, 
was turned into a verse. For it has been stated (in the present Karika ) that 
sorrow is the sthayibhava of karunarasa, ( and that it is only suggested and not 
directly expressed ). Although there are other varieties of the suggested sense, 
they are implicitly indicated through rasa and bhava, because these are the 
most important. 


Now here is the Locana passage, pp. 84-90: 

एवं “प्रतीयमानं पुनरन्यदेव’ इतीयता 'वनिखरूपं व्याख्यातम्‌। अधुना काव्यातमत्व- 
मितिहासव्याजेन च दर्शयति-- 

काव्यस्यात्मेति | स एवेति प्रतीयमानमात्रेऽपि प्रक्रान्ते तृतीय एव रसध्वनिरिति 
मन्तव्यम्‌ | इतिहासबळात्‌ प्रत्ानतत्वृत्तिग्रन्थाथबळाच्च। तेन रस एव वस्तुत आत्मा, 
वस्वळंकार्वनी तु सर्वथा रसं प्रति पर्यवस्येते इति वाच्यादुत्कृष्टौ तावित्यमिप्रायेण “ cafe: 
काव्यस्यात्मेति सामान्येनोक्तम्‌ | शोक इति । a waa सहचरीइननोद्रुतेन 
साहचर्यव्वंसनेनोत्यितो यः शोकः स्थायिभावो निरपेक्षभावत्वाद्विप्रलम्भश॒ज्ञारोचितरतिस्थायि- 
भावादन्य एव, स एव तथाभूतविभावतदुत्याक्रन्दाद्यनुभावचवणया हृदयसंवादतन्मयीभवन- 
क्रमादाख्राद्यमानतां प्रतिपन्नः करुणरसरूपतां छोकिकशोकब्यतिरिक्तां खचित्तद्रुतिसमा- 
eran प्रतिपन्नो रसपरिपूर्णकुम्भोञ्चलनवच्चित्तृत्तिनिःष्यन्दस्तरभाववाम्विलापादिवञ्च सम- 
यानपेक्षवेऽपि चित्तवृत्तिव्यज्ञकत्वादिति नथेनाकृतकतयैवावेशत्रशात्समुचितशब्दच्छन्दो - 
बृत्तादिनियन्त्रितक्ठोकरूपतां प्राप्तः--- 


l. Cf, Raghuvamsa, XIV, 70: 
तामभ्यगच्छद्रुदितानुसारी कविः कुरोध्माहरणाय यातः | 
निषादविद्धाण्डजदर्शनोत्थ: शोकत्वमापद्यत यस्य शोकः ॥ 

It is clear from the context that Kalidasa means this verse to convey the 
compassion of Valmiki, and thus the fact that he will accept the suffering Sita, and 
take her into his iframe, "Thus Mallinatha remarks: तिरश्चामपि दुःखं न WE, किमुतान्ये- 
षामिति भावः | Bhavabhati ( Uttararamacarita II. 5) quotes the má nisada verse from 
the Ramayana, but he quotes it in the context of the first verse written in Skt., and 
not with regard to the compassion of Valmiki, 


xur 


शान्तरस 


मा निषाद प्रतिष्ठां sma: शाश्वतीः समाः | 
यत्क्रोज्नमिथुनादेकमवधीः काममोहितम्‌ ॥ इति | 


न तु मुनेः शोक इति मन्तव्यम्‌। एवं हि सति तद्दुःखेन सोऽपि दुःखित इतिः 
कृत्वा रसस्यात्मतेति निरवकाशं भवेत्‌ । न च दुःखसंतप्तस्यैषा दशेति। एवं चर्वणोचित- 
झोकस्थायिभावात्मककरुणरससमुचळनस भावत्वात्स एवं काव्यस्यात्मा सारभूतस्वमावोऽपर- 
शा्दवैलक्षण्यकारकः | 


एतदेवोक्तं हृदयदर्पणे - ¦ यावत्यूणो न चैतेन तावन्नैव वमत्यमुम्‌? इति। अगम 
इति च्छान्दसेनाडागमेन। स एवे्येवकारेणेदमाह-नान्य आमेति | तन यदाह भइनायकः 


शब्दप्राधान्यमाश्रित्य तत्र zmet परथम्तिदुः | 
अर्थतत्वेन युक्तं तु वदन्व्याख्यानमेतयोः | 
SARA व्यापारप्राधान्ये काब्यधीर्भवेत्‌ ॥ 


इति तदपास्तम्‌ । व्यापारो हि यदि ध्वननात्मा रसनास्वभावस्तन्नापूर्वमुक्तम्‌ | 
अथाभिैव व्यापारस्तथाप्यस्याः प्राधान्यं नेत्यावेदितं प्राक्‌ | 


.. R व्याचष्टे - विविधेति । विविधं तत्तदभिव्यञ्जनीयरसानुगुण्येन विचित्रं कृत्वा 
ae वाचके रचनायां च प्रपञ्चेन यच्चारु दाव्दार्थाळंकारगुणयुक्तमित्यर्थः | तेन सर्वत्रापि 
ध्वननसद्भावेडपि न तथा व्यवहारः | आत्मसद्गोवेऽपि क्चिदेव जीवव्यवहार इत्युक्तं SUN | 
तेनैतन्निरवकाराम्‌, यदुक्तं हृदयदर्पणे-* सर्वत्र तर्हि काव्यव्यवहारः स्यात्‌ ? इति। निहत- 
सहचरीति त्रिमात्र उक्तः | आक्रन्दितराब्देनानुभावः | जनित इति । चर्वणागोचरलेनेति 
रोषः | 
`` ननु शोकचर्वणातो यदि श्लोक उद्भूतस्तद्रतीयमानं वस्तु काव्यस्यात्मेति कुत 
इत्याशङ्कवाह-शोको हीति | करुणस्य तच्चर्वणागोचरात्मन: स्थायिमावः | शोके हि स्थायि- 
भावे ये विभावानुभावास्तत्समुचिता चित्तवृत्तिश्चर््यमाणात्मा रस इत्योचित्यात्स्थायिनो रस- 
तापत्तिस्तुच्यते । प्राक्खसंत्रिदितं परत्रानुमितं च चित्तवृत्तिजातं संस्कारक्रमेण हृदयसंवाद- 
मादधानं चर्षणायामुपयुज्यते यतः | ननु प्रतीयमानरूपमात्मा तत्र त्रिभेदं प्रतिपादितं न 
तु रसैकरूपं, अनेन चेतिहासेन रसस्येवात्मभूतत्वमुक्त भवतीत्याराङ्कचा म्युपगमेनेवो त्तरमाह- 
प्रतीयमानस्य चेति । अन्यो मेदो वस्वळंकारात्मा | भावग्रहणेन व्यभिचारिणोऽपि चर्व्य- 
माणस्य _ तावन्मात्राविश्रान्तावपि स्थायिचर्वणापर्यवसानोचितरसप्रतिष्टामनवाप्यापि प्राणत्वं 
भवतीत्युक्तम्‌ | यथा- 


नखं नखाग्रेण विघट्र्यन्ती विवर्तयन्ती aed विळोळम्‌ | 
आमन्द्रमाशिञ्जितनूपुरेण पादेन wed भुवमालिखन्ती || 
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इत्यत्र ळजञाया: | रसभावराब्देन च anaana संगृहीतावेव | Spr 
वैचित्र्यडपि तदेकरूपत्वात्‌ । प्राधान्यादिति | रसपर्यवसानादित्य्थ: | तावन्मात्राविश्रान्ता- 
वपि चान्यशाब्दवेलक्षण्यकारिवेन aA जीवितत्वमौचित्यादुक्तमिति भावः ॥. , 


TRANSLATION : 


Thus by the Karika: pratiyamanam punar anyad eva, etc., he has 
explained the nature of dhvani.' Now he shows, under the cover ( vyāja )° 
of an incident from the epic (itihasa), how it is the soul of poetry, 
KAVYASYATMA SA EVA. Although the suggested sense in general is the 
point at issue, only the third (type of the suggested sense known as ) rasa- 
dhvani, should be considered as (the soul of poetry),? because of the force 
of the epic quotation, and because of the force of the meaning of the Vrtti 
passages that immediately precede (and follow). Therefore really speak- 
ing, rasa alone is the soul (of poetry). Vastudhvani and alankaradhvani 
(really) finally end up in rasa. And since they too are far more important 


l. Abhinava means that Ananda has so far explained the nature of dhuanš (i.e. 


the suggested sense) by means of the Karika प्रतीयमानं पुनरन्यदेव वस्त्वस्ति वाणीषु मद्दाकवीनां 
etc. Now he will begin to expound how the suggested sense is the actual soul 0 
poetry. k; 

2. Vydjena, literally * under the pretext of ", * under the guise of ”, which 
amounts to “on the authority of ", or ¢ taking the help of ”, 


3. After rasadhvanil one must understand küvyasyátma, 


4. We are not certain that we have understood prakrdntavrttigrantharthas 
balác ca, on p. 58 ( 84-85 B, P.). ( References in this section are to the edition by Kuppu- 
swami Sastri). We take it to mean : “ because of the force of the Vrtti both preced: 
ing and following”. This must be a reference to iti sthitam ( p. 84 B. P.) which 
speaks of this kind of pratiyamanartha (i. e. rasādi ) as different from the ४५८४७. The 
immediately following passage, vividha, etc., and in particular the words on p. 266, 
(p. 90 B. P.) रसभावमुखेनेवोपलक्षणं प्राधान्यात्‌ again speak of the third kind of pratiya- 
ménartha (namely rasadhvani ). 

5. This is an important point that Abhinava comes back to again and again. 
He claims that Ananda uses vustudhvani and alakkaradhvani only to show the differs 
ence between the abhidháüryápára and the vyanjanüvyüpára. He does not intend these as 
examples of true poetry, for that title is reserved for rasa alone. Earlier (pp. 50-5B. P.) 
he had noted that one can often find vastu and alaikara as svaíabdavacya (i.e, as no 
longer cases of dhvani). What we think he means is that both of these are capable of 
paraphrase without any resulting decrease in the aesthetic experience ( which is 
already slight in any case), But rasadhvani can never be paraphrased without 
destroying the poetry in it. In this Abhinava is in agreement with the “New Criticism", 
‘Thus in a famous essay on Yeats’ great poem “ Sailing to Byzantium ^, Elder Olson 
said ; “ Although the argument as we have stated it clearly underlies the poem (note; 
he has just finished explaining the “ argument”, i, e, the vdcyártha of Yeats’ poem ), it 
would be erroneous to suppose that this in itself constitutes the poem, for in that case 
there would be no difference between our paraphrase and the poem itself", He then 


( Continued on next page 
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in a general way that dhvani is the soul of poetry. 

SOKA. That sorrow, the permanent emotion ( belonging to Karunarasa) 

li which arose because of the destruction of the coupling (dvandva ), i. e. 
because of the destruction of the intimate physical contact ( sahacarya ) of the 
Kraufica birds, owing to the killing of the female—* this sorrow is different 
| from the sthayibhava rati (love) that is appropriate to vipralambhasrngara, 
| because init there is no hope of reunion (nirapeksabhava). The sorrow 
| has become capable of being aesthetically enjoyed (asvadyamanata ) through 
Í the following stages : first come the vibhavas ( both alambana and uddipana ), 
| | and the anubhavas (i. e. the wailing of the male bird etc.) that arise from 
| them! (i.e. the vibhavas). By feeling these deeply ( carvand), the heart 
Cof the sage Valmiki) sympathises ( with the plight of the male bird), and 
(finally ) he identifies ( with the situation ). ( Once it is aesthetically enjoyable), 
y it becomes karunarasa, where the sorrow ( felt ) is different from the ordinary 

H sorrow we feel in everyday life. Its essence became capable of being enjoyed 
once the mind (of the sensitive sage) had melted’ (to the point of total 


| | (utkrsta ) (or charming) than the literal meaning, it was said (in Karika |) 


Continued from previous page ) 

goos on to say, later in the same essay : “If the basic terms of a lyric poem do not 
receive their meanings from the chance associations of the reader, neither do they have 
their dictionary meanings ; like terms in most discourse, they take their significance 
from their context, through juxta-position to other terms with which they are equated, 
contrasted, correlated or combined, " (From “Five Approaches to Literary Criticism” 
edited by W. Scott, N. Y. I9062). 

l. Abhinava takes dvandva not to mean “ pair" but to mean actual “ sexual 
intercourse " ( sáhacarya ), a meaning the dictionaries do not seem to sanction. 

2, For the significance of the change that both Abhinava and Ananda make 
in the legend by having the female bird killed rather than the male, see J. Masson : 
“Who Killed Cook Krauüca; Abhinavagupta's Reflections on the Origin of Aesthetic 
Experience”, Journal of the Oriental Institute, Baroda, Vol. XVIII, No. 3, 969, 

3. This isa fundamental distinction that goes back to the NS VI, under 
verse 50 ( p. 309, G. 0. 8. Vol. I): 

: करुणस्तु शापकेशविनिपतितेष्टजनविभवनाशवधबन्थसमुत्थो निरपेक्षभावः । औत्छुक्यचिन्तासमुत्थः 
सापेक्षमावों विप्रलम्भकृतः | एवमन्यः करुणोऽन्यश्च विप्रलम्भः इति । 

The point is that in eipralambha there is some hope of being reunited. But in 
karuna there is none, This makes it much closer to “ tragedy ” than has generally 
been acknowledged. Thus in speaking of the Ramayana, Abhinava will point out in 
his Locana to the fourth Uddyota (p. 580) that Rima and Sita are * permanently * 
separated, thus showing that the final verses of the epie which speak of their re- 
union in heaven, have no impact on the reader in any aesthetic sense. 

4, We take tadutthükranda to refer to both the cryings of the male and the 


| 
female, It will also include her (or his, as described in the Ramayana ) writhing on | 
the ground in pain, one of the anubhdvas, 
6. Druti refers to the “melting” of the mind, i.e. to a state when the 
mind is exceedingly receptive, There is a very fine verse in Madhusüdanasarasvati's 
( Continued on next page 
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receptivity). (And this aesthetic experience) became transformed into a 
verse (loka) regulated by (niyantrita) proper! (words) and metre, etc., 
because of the unartificiality ( akrtakata) (of the experience) and the com- 
plete possession ( of Valmiki). The emotional upheaval in the mind of the 
sage was like the overflowing of a jug filled to the brim with water, or like 
the cry of sorrow which is of the nature of the effusion of the mental mood 
(of grief ). The words that the sage uttered (on that occasion) are 
suggestive of the state of his mind according to the maxim that exclamations 
( of joy, sorrow, etc. ) are suggestive of (the relevant ) natural moods, even 
in the absence of a fixed convention (between them and mental moods, 
unlike what is the case for words and their literal meanings ).* 


“Oh hunter, may you never, for eternal years, attain to stability 
(pratistha ) (in this world) since you killed, from a pair of Krauñca birds, 
the male ( when ) he was engrossed in love ( - making ). ”° 


But it should not be supposed that Valmiki was (actually experiencing) 
sorrow (in the ordinary sense). For if he were, ( that is, ) if he were pained 
on account of the bird's pain, then the point of the Karika, that rasa is the 
soul of poetry, would be without any basis in the present stanza.* Nor is 


Continued from previous page ) 
Sribhagavadbhaktirasdyanam, p. l4 (verse 4), explaining the state of receptivity 
that the mind adopts during an aesthetic experience: 

चित्तद्रव्यं fe जतुवत्स्वभावात्काठिनात्मकम्‌ | 

तापक्रैविषयैर्योगे द्रवत्वं प्रतिपच्यते ॥ 
«The substance of which the the mind is made is like red sealing wax. By nature 
it is hard, But when it comes in contact with the emotional states (during an 
aesthetic experience). which act as heating agonts, it becomes soft to the point of 
flowing”. He takes this fine analogy a step further, and says that the mind is im- 
pressed with the emotions it contemplates, First the mind becomes soft and pliable, 
and then comes the hard substance like the drama or the play when the mind 
receives its impression, the way sealing wax is impressed with a seal-ring. 

]. In K. Sastri's edition we must understand íabda after samucita, 

2. The point is that there is no fixed convention with regard to the mean: 
ings of exclamations that we utter spontaneously, Thus, a shriek can be due to 
either grief or joy, in the same way that tears can. Nonetheless these signs of jey 
or grief are “suggestive”. This is of course not true in the case of words and 
their literal meanings, where there is a fixed convention, 

3. Ramayana, I. 2. l5. 

4. Asthe Kaumudi says on p.l60: $obamátrasya vasatvásambhavad, «If 
this verse simply illustrated sorrow there would be no possibility of rasa”, 
Abhinaya’s point is that barunarasa arose in the sage, and not the primary emotion of 
sorrow. He has, therefore, interpreted the whole point of this example to be that 
the situation described in the Rämäyara is one of rasapratiti on tho part of Valmiki. 
For this to be the case, we must say that he was the audience, as it were, of his 
own verse! So, Abhinava envisages the situation something like this: Valmiki sees 
( Continued on next page 
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it possible for somebody burdened with grief! to utter a verse (at the very 
moment of his sorrow ). 


Continued from previous page ) 

the killing of the bird. He is deeply moved to the point of uttering a poem about ib, 
But of course as long as he is simply in sorrow, that is, feeling one of the primary 
emotions that belong to real-life situations, he does not have the necessary “ artistic 
distance" which would enable him to engage in poetic creation, So, at some magic 
point he stops feeling sorrow (if in fact Abhinava ever felt that he did ), and it is as 
if he were witnessing a drama in a play-house, It is at this stage of some distance that 
he speaks his poom. Each time he contemplates what he uttered, he is the sahrdaya, 
the rasika, the spectator (which would explain why he says kim idam vyáhrtam 
mayá at Ram, I. 2, 6). i. e. be is again in an alaukika state of aesthetic enjoyment. 
The Soka that he formerly felt has been transformed into art, While this is a pro- 
found interpretation of the famous incident, it should be carefully noted that this could 
hardly have been what the author of the episode in the Ramayana had in mind, [ For 
the word $oka occurs again and again in the account: I, 2. 06 : gokdrtena...... maya ; 
I. 2. 8 : $okártasya......me ; I, 2,29: focann eva punah krauficim ; L 2. 30 : punah 
&okaparüyanah. In L 2. 3 we read: kárunyam samapadyata, and in L 2, 4: karuna- 
veditvat. ] Perhaps for the first time in any critical tradition, Abhinava has articulated 
the distinction between the ** primary world” of actual events, and the “secondary 
world" of literature. These terms have been used by J. R. R. Tolkien in his essay 
* On Fairy-Stories ", published in * Tree & Leaf", Unwin Books, London, 964, See 
also “Secondary Worlds" by W. H. Auden, Faber & Faber, London, 968, The world 
of the Ramayana belongs to what Tolkien calls Fairie, “the perilous realm, and the 
air that blows in that country ". Mortal men only exist there when they are enchanted, 
In modern times, perhaps only Tolkien himself, in * The Lord of the Rings” has 
managed to create an entire “secondary ” world. It is the greatness of Sanskrit 
literature that such autonomous worlds have been built — Krsna's world in the Bhaga- 
vatapurüsa, and the dream world of the Yogavasistha, The sustained effort of imagina- 
tive creation evidenced in the latter work is to our mind unparalleled in any other 


literature. 


l. Another point is that there can be no duhkha in rasa, which is a synonym 
for dnanda, “ bliss”, as Abhinava points out again and again, See De, H. S. P. Vol, II, 
p. 732, and note the passage he quotes from the Abhinavabharati : 
सामाजिकानां eme «re» न शोकादिफलम्‌ | 
* For the spectators, the whole point of the drama is to produce pleasure, not 
sorrow, etc. " It is almost certain that Vi$vanatha's remarks in the third pariccheda 
of the Sahityadarpana were inspired by Abhinavagupta. There he says : (p. 53, 
Vidyasigara’s od.) ननु तहि करुणादीनां रसानां दुःखमयत्वाद्रसत्वं न स्यात्‌ (precisely the 
objection that Abhinava records. ) 
करुणादावपि रसे जायते यत्परं सुखम्‌ | 
, सचेतसामनुभवः प्रमाणं तत्र केवलम्‌ ॥ 
He then goes on to show that what in the world isa source of unhappiness is 


transformed in the drama into happiness, for the vibhavas are alaukika (an idea 
taken from Abhinava ) : 

अलौकिकविभावत्वं प्राप्तेभ्यः काव्यसंश्रयात्‌ | 

सुखं सञ्जायते तेभ्यः सर्वेभ्योऽपीति का क्षति: n 


( Continued on next page 
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Thus then, because the nature of the present stanza is the complete 
overflow ( samucchalana)' of karunarasa the essence of which is the 
sthayibhava sorrow, which is appropriate for aesthetic enjoyment, rasa alone 
is the soul of poetry, its very essence, which produces a charm far beyond 
the reach of other word-functions? (i. e."abhidha and laksana). This is 
confirmed by ( Bhattanayaka ) in his Hydayadarpana: ; 

“The poet does not regurgitate rasa until he is completely filled 
with it.” ; 

(In the stanza quoted from the Ramayana) agamaht (is used in the 
sense of an augmentless Aorist ) retaining the augment as a Vedic peculiarity 


Continued from previous page ) 
In the Vrti to this Soka he gives his famous comparison of love-bites, which 
only produce, in their pain, pleasure : 
तभ्यश्च सुरते दन्ताघातादिभ्य इव सुखमेव जायते । 
But it must be pointed out that once again the source of this idea is Abhinava- 
gupta. Thus in the Abhinavabhdrati, p. 285 ( Vol. I, ७. O. S.) we read : तथा ह्येकघन+ 


शोकसंविचर्वणेऽपि, लोके स्त्रीलोकस्य हृदयवि श्रान्तिरन्तरायशून्यविश्रान्तिशरीरत्वात्‌ which refers to 
precisely this. Of. the Pratdparudriya ( Madras, 2nd Ed., 93]), comm, p. 209 : 
संभोगसमये स्त्रीणामधरदंशनादौं कृत्रिमदुःखानुभवसीत्कारवदत्राप्युपपत्तिः See further the Rasa- 
gangádhara, p. 30-3] (KM, 939 ed.) and Raghavan, ** Number of Rasas” p. 55, 
Ist ed. ( p. 83, 2nd ed. ). 

H3a daa refers to the act of creation, Kaumudi p. ]60: Slokaracandritpe 
"tyarthah, The point is that in pain we cannot create, Creation takes place later, when 
the experience has been assimilated and is then con templated. This is another of 
Abhinava's seminal ideas taken over by the later tradition. 

l. Reading samucchalana, On p. (l60) (86 B. P. ), top of the page, the term 
has been used of water overflowing from a. jug. Actually though this is an error, for 
it is not the karunarasa that overflows, but tho original emotion, The word rasa is 
used loosely here to stand for both the final aesthotic result, rasa proper, and to mean 
6 emotion " in general, 

2. On p. 28 (p. I0,B. P.), Abhinava has used this same expression. B. ed, 
reads‘ * &abda ” which is a better reading. This is also the earlier reading that we have 
accepted in our translation of the Locana,” Vailaksanya here means “ charm”, from the 
notion of its being something completely different. Sabda stands for Sabdavyapara, 

3. Is this famous line from Bhattanüyaka meant to show that the poet must be 
full of emotion, using rasa in the wider sense, before he can write? In other words, 
is Bhattanayaka saying that first one must be overwhelmed by an experience? Or is 
he using rasa in the technical sense to mean that first the poet himself actually has an 
aesthetic experience, and then records it, so that others may share it ? Sanskrit poetic 
theory is not really clear on precisely what the ex perience of the poet is in relation to 
that of the reader, Abhinava seems, in his more rigorous moments (** nátye eva rasáh 
na tu loke”), to restrict the aesthetic experience to the reader,in which case the poet 
would be excluded, Bhattatauta, (see Locana, p. 92 B. P.) however, says that this ex 
perience ( anubhava ) is the same as that undergone by the reader, the poet and the 
ndyaka / Note the Rasapradipa (quoting DR, IV. 42, p. 23: काव्यार्थभावनास्वादो नर्तकेऽपि 
न वार्यते | 

4, On this form, see Renou's “ Grammaire Sanskrite”, p. 4I4 and 439. 
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(chandasena). SA EVA. The use of the word “ alone” ( eva) shows ( that 
it alone is) the Atman, not anything else. Therefore, what Bhattanayaka 
has said, namely : 


“Because of the overriding importance of the words used, people 
class the $astra! apart (from poetry and stories). They give the name 
akhyana (historical tale) to compositions in which the sense conveyed by 
words is possessed of paramount importance, When both ( word and meaning) 
are subordinated, and (all) importance is given to the manner (vyapara x 
then it is called “ poetry ”,2 ” 
is refuted. For if by * manner" he means that (function) whose essence 
consists in suggestiveness (dhvanana ) and which is of the nature of aesthetic 
enjoyment ( rasanà ), he will have said nothing new. If, on the other hand, 
he means by “ manner " abhidhà, we have already shown earlier’ how it can- 
not be of major importance in poetry. 


He now explains the verse : VIVIDH A. That which is ( made) beautiful 
because of the high degree of excellence* in respect to the ideas ( ४६८) ), the 
words, and the structure ( racana ), having been diversified ( vicitram krtva) 
so as to be favourable to the various rasas to be suggested, i. e. that which. 
is endowed with gunas and alankaras, both of words and meanings. There- 


l. Sastram here means the Veda. Bhattanüyaka's point is that in the Veda 
the “letter” is all-important, In stories, the meaning is important, and finally, in 
poetry, it is the manner in which something is told that counts the most. Cf. I. A. 
Richard's famous dictum : “It is never what a poem says which matters, but what 
it is”, 

2. It is impossible to know just how indebted to Bhattanàyaka Abhinava 
really is. We think, however, that the famous comparison of poetry to aloving wife, 
certainly was either taken directly from Bhattanáyaka, or was at least inspired by this 
very passage, Both ideas are in fact synthesised by S'ridhara in his commentary on 
the Kavyaprakaga and by Vidy&dhara's Ekávali (K. P. Trivedi's edition. Bombay, 
]903), p. 23: 

झब्दप्रथानं वेदाख्यं प्रभुसंमितमुच्यते | 
इंषत्पाठ्यान्यथापाठे प्रद्मवायस्य दर्शनात्‌॥ 
इतिहासादिकं are मित्रसंमितमुच्यते | 
अस्यार्थवादरूपत्वात्‌ कथ्यतऽ्थप्रथानता ॥ 
ध्वनिप्रधानं काव्यं तु कान्तासंमितमीरितम्‌ | 
शब्दार्थों गुणतां नीत्वा व्यज्ञनप्रवणं यतः di 

On this difference between Sistra and kavya, there is an important passage 
(from the lost Bhimahavivarana? ) of Udbhata in the Kavyamimdmsd, p. 44: 
अस्तु नाम निस्सीमा अर्थसार्थ:। fag fzew एवासौ, विचारितसुस्थः, अविचारितरमणीथश्व । तयोः 
पूर्वमाश्रितानि शास्त्राणि, तदुत्तरं काव्यानि, märget: | Note also the Vyaktiviveka, UI, p. 22 
(T. B. S. ed.) whore Bhattanüyaka's idea is modified but generally accepted, 

3. Page 63, ( B. P.) Dhvanyülokalocana. 

.4, Prapafica here must be understood in the sense of ufkarsa, 
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fore, although “ suggestiveness " exists everywhere (even in such examples 
as “ the boy is a lion” ), we don't use the term “ poetry " (in all such cases), 
just as, in spite of the fact that the atman exists (in all things) we only call 
certain things “ living ". We have already explained this.! This thus shows 
that what ( Bhattanayaka ) has said in the Hrdayadarpana: “ In that case the 
word poetry would apply promiscuously everywhere "* is out of place. The 
expression nihatasahacari? (“the killed female”) expresses the vibhava. 
The word akrandita ( “cries” ) expresses the anubhava. JANITA.^ One must 
supply: “ through attaining to the state of aesthetic enjoyment. " Objection; 
if the verse arose from the aesthetic enjoyment of “ sorrow ", how can one 
say that the soul of poetry is that suggested thing (viz. rasa)? ° (i. e. only 
$oka has been mentioned in the stanza, and not rasa). With this doubt in 
mind he says: SOKO HI. Sorrow (šoka ) is the sthayibhava of karuna 
which consists in the aesthetic enjoyment of sorrow. Since the state of 
mind appropriate to the vibhavas and anubhavas in relation to the sthayibhava 
$oka, when aesthetically enjoyed, becomes rasa, it is but proper’ to say that 


l, Page 59, Locana (B. P, edition ), 

2. The objection must have been that if one accepts the suggestive function 
( dhvanavyápára ), which Bhattanayaka does not, we will have to admit as examples 
of poetry, cases which merely include suggestion, but no charm. Thus sarvatra 
means, as the K. says on p. I62 ; simho vatuh ity ādāv api tatheti, Seo p. 57 (B.P. ed.) 
of the text of the Locana. 

3. Note that K. Sastri, on p. 64 of his Upalocana says that this is a pratika 
that only gives the first words, but thet it is meant to read : nihatasahacariviraha- 
katara, i.o. that it stands for the male kraujca! But this is mere sophistry. Had 
Abhinava meant this, he would have said so. 

4, Note that Abhinava has said on (p. 79, 80, and 83) of the Locana that 
rasa is not janita, i, e. the function is not janana, “ production ". Thus he is of course 
bothered by the phrase krauficákbrandajanitah Soka eva. He therefore says here ( p. 89) 
that one must add the phrase ; carvandgocaratvena. 

5. The objection is that in the kdrika only 8006 is mentioned, not rasa, This 
is perfectly true, for the point of the Küáriká isto show the existance of a pratiya- 
münártha i. e. that goka is here suggested, and not directly stated. However Abhinava 
and Ananda are probably correct to go further in their interpretations, for if this is all 
the author of the Karikd meant, it would be a very weak argument; for in the Ramds 
yana itself, we are directly told both before and after this verse that Valmiki was in 
sorrow ! And of course there can be no doubt that the author of the Karika knew 
very well that Soka is the sthaytbháva of karuna. 

6, The sthüyibhüvas,as soon as they are brought to the state of enjoyment 
(carvand ), become rasa, A rasa is after all only a latent sthayibhava that has be- 
come manifest. Thus the K. says that Soka here stands for all the other stháyibhávas : 
§oka ity upalaksanam ratyadeh, p. 67, 

7. We have translated aucityat to mean “ it is but proper”, But it might 
mean upacara, Thus the K. says: upayogitvanimittüd upacardd iti yavat. This may 
well be the correct interpretation, for in the Abhinavabhdrati, p. 285, we read; 
kevalam aucityad evam ucyate sthayt rasibhütah, 


xiv 
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the sthayin itself attains the status of rasa. For ( yatah) (the sthayibhava) 
leads to aesthetic enjoyment in the following manner: the collection (jata) 
of states of mind ( ciftavrtti) is first experienced earlier in one's own life;! 
then it is inferred (from outer symptoms) to be existing in others; then 
by the arousal of the latent impressions ( samskara) it creates a sympathetic 
response (in the spectator’s ) heart? (and then it leads to the identification 
of the spectator with the situation ).š 


Objection : the soul ( of poetry) has the form of the suggested sense 
‘(in general) and it has already been shown to have three varieties. It does 
not consist exclusively of rasa. But this episode from the epic seems to 
suggest that only rasa is the soul ( of poetry ). ( Anandavardhana ) replies to 
this objection by accepting it ! PRATIYAM ANASYA CA. “ Other varieties” 
refers to vastu and alankara. The word bhava (in rasabhavamukhena ) 
shows that one can (in a loose manner of speaking) refer to the vyabhica- 
ribhavas as the essence (of poetry), even though when they are aesthetically 
enjoyed they do not come to rest only in themselves ( tavanmatra i. e. svasmin- 
aesthetic enjoyment does not terminate in bhavadhvani),* and even though 
they do not attain the pre-eminent position ( pratistha ) of a rasa which 
take place on culmination in the aesthetic enjoyment of the sthayi (bhava ). 


“ Rubbing one toe-nail with the tip of her other toe-nail, turning the 


loose bracelet on her wrist, and slowly scratching the ground with her foot 
whose anklet makes a deep sound”. 


In this stanza shyness ( has been suggested as the essence of the verse). 
The word rasabhava includes rasabhasa, bhavabhasa and bhavaprasama, for in 
spite of minor difference between, them in essence they are one and the same. 


l. Note again that rasa is the cittavrtti that is induced in the reader, It is 
latent there all along, as a sthayibhava, 

2. We must insert tanmayibhavana here to complete the series, as the K. does 

3. Here is the K. on this sequence ( p. I65): 


x व्यवहारदशायां स्वस्मिन्नात्मनि संविदितमिदानीं विलापादिकार्यदर्शनात्‌ परस्मिन्ननुमीयते, तदनन्तरं 
संस्कारोद्वोधः, तदनन्तरं निर्मलतया हृदयस्य संवादः, तदनन्तरं तन्मयीभाव:--इत्येवं स्थायिचित्तवृत्ते- 
- क्षवणोपायत्वात्‌. स्थायिभाव एव रस इत्युपचर्यत इत्यर्थः । 
“That which was known in one's own self in day-to-day life is now, from 
the cries etc. (of the bird ) and other effects, inferred to bo existent elsewhere. After 
-that, one’s own latent impressions are awakened ; then there isa sympathy of one's 
-heart because it is pure (i. e. free from inhibitions). After that, one identifies, Thus 
in this manner, because the stable mental mood is the means to aesthetic enjoyment, 
the sthayibhava itself is called rasa, metaphorically speaking ". 
Perhaps we should omit ya/ah, with three MSS (K. Bastri's edition, 
. p. I66, fn. l). 
4, Tavanmatra is paraphrased by the K. as svarüpamátre, 
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rasa. Even though there is no full aesthetic repose in vastudhvani and alankara- 
dbvani, nevertheless, because they give rise to an extraordinary charm that 
is beyond the rcach of other word-functions (i.e. abhidha and laksaga ), by 
extension ( aucitya=upacara ) we can say that vastudhvani and alankaradhyani 
are the essence ( of poetry ). 

We can thus see that all of Abhinava's efforts focus on one important 
need: to crack the hard shell of the “I” and allow to flow out the higher 
Self which automatically identifies with everyone and everything around. We 
can see this preoccupation in all of his work, and in many of the verses he 
quotes. He takes especial pleasure in a displacement of the “I”, as in 
the Vijndnabhairava passages he is so fond of, where the “I” is dissolved 
by staring long into empty space. Even the verse from the D. 47. for which he 
evinces a particular liking, speaks of lovers reaching “ other shores” of 
ecstasy. + 


With this background we are now ina position to understand the 
importance for Abhinava of Santarasa - how much support he derived froma 
theory which demanded the transcendence of personality, and which ends in 
a feeling of cosmic peace. 


Me 


l 2. Al. IV. p. 524-25, 


PART II 


SANTARASA 


Our primary concern in this part of the book is to translate and anno- 
tate the notoriously difficult section of Abhinavagupta’s Abhinavabharati that 
deals with Santarasa. This is the most extensive and the most important 
passage in Sanskrit literature on $antarasa. In order to permit the reader to 
see the background in some perspective, we have also translated all passages 
relating to Santarasa prior to Abhinavagupta. We have decided to let the 
passages speak for themselves in our translation, and to utilize the limited 
space available to us for textual notes, 

The first passage is found in the Natyasastra,' but is most probably a 
later interpolation. 


Natyasastra G. O. S. ed. vol. I, pp. 332-335: 
अथ शान्तो नाम झामस्थायिमावात्मको मोक्षप्रवर्तकः | स तु तत्त्वज्ञानवैराग्याराय- 
शुद्ववादिभितिभावैः समुत्पद्यते । तस्य यमनियमाध्यात्मध्यानधारणोपासनसर्वभूतदयालिड्ठ- 


ग्रहणादिभिरनुभावैरमिनयः प्रयोक्तव्यः | व्यभिचारिणश्वास्य निर्वेदस्मृतिभ्रतिसर्वाश्रमशोच- 
स्तम्भरोमाज्ञादय: | अत्रार्याः छोकाश्व भवन्ति 
मोक्षाध्यात्मसमुत्यस्तत्त्वज्ञानाथहेतुसंयुक्त: | 
नेःश्रेयसोपदिष्टः शान्तरसो नाम सम्भवति || 
ुद्धीन्द्रियकमेन्द्रियसंरोधाध्यात्मसंस्थितोपेतः | 
स्॒वप्राणिसुखहितः शान्तरसो नाम विज्ञेयः || 
न "a दुःखं न सुखं न द्वेषो नापि मत्सरः | 
समः सवेषु भूतेषु स शान्तः प्रथितो रसः ॥ 
भावा विकारा रत्याद्याः शान्तस्तु Sf: | 
विकार: प्रकृतेर्जातः पुनस्तत्रैव ळीयते ॥ 

खं खं निमित्तमासाद्य शान्ताद्भावः प्रवर्तते । 
पुनरनिमित्तापाये च शान्त एवोपलीयते ॥ 

एवं नवरसा दृष्टा नाव्यन्ैलेक्षणान्विताः | 


l. NS. VI, after verse 82, p. 332 of the G. O. 8, ed,, Vol, L 
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« Now! santa, which has Sama for its sthayibhava, and which leads to 
moksa, arises from the vibhàvas such as knowledge of the truth,” detachment 
(vairagya ), purity of mind etc. It should be acted out by means of the 
anubhavas, such as yama? and niyama,* meditation on the Self, concentration 
of the mind on the Self ( dharana )° devotion ( upasana), compassion towards 
all creatures, and the wearing of religious paraphernalia ( liigagrahana).° 
Its vyabhicaribhavas are disgust with the world ( nirveda ), remembrance, 
firmness of mind, purity in all the four stages of life (arama), rigidity (of 
the body ) ( stambha), horripilation, etc.’ The following Aryas* and Slokas 
exist on this subject : 


l. Itis clear that this passage does not belong to the original NS. For one 
thing, it is found in only one of the many MSS, of the NS. For another, Abhinava does 
not comment on it directly, It is however obvious from what Abhinava says on 9. 339, 
G. O. 8., Vol. (5. 5, Raghavan’s text, 2nd, edition ) namely : तथा च चिरन्तनपुस्तकेषु 
© स्थायिभावान्‌ रसत्वमुपनेष्यामः ” ( which is actually found on p. 299 of the G.O. 8., Vol. I) 
इत्यनन्तरं शान्तो नाम शमस्थायिभावात्मक इत्यादि शान्तळक्षणं WAT, that he read some definition, 
of which the first few words correspond to what we have printed He read this not at 
the end of the definition of the various rasas, but at the beginning. He might well 
have been aware of the fact that this was an interpolation, for he says: “in ( somme ) 
old manuscripts ". On the other hand, he was eager to attempt to show that Bharata 
in fact sanctioned $antarasa, even though he may not have said this in so many 
words, This comes out even in the adjective he applies to pustaka, cirantana, thereby 
attempting to give them some prestige and worth in the eyes of his readers. 

2. If further proof is needed that Abhinava did not have this very same text 
before him, note that ¢altvajridna is given here as one of the vibhávas of Santa, 
whereas for Abhinava it is exclusively the stháyibháva of SR 

3. Yama means the five “abstentions” given in the YS. II, 30 as ahimsa, 
satya, asteya, brahmacarya and aparigraha, 

4, Niyama refers to the “observances” given in YS. Il, 32 as : gauca, 
santosa, tapas, svadhyaya and tSvarapranidhana, 

5. Dharan refers to keeping the mind collected, cittasya ekagrata ( See YS, 
II, 53 ). 

6. Liagagrahana refers to taking on the outer garments of an ascetic, as 
well as all the other paraphernalia of a religious mendicant, 

Surely these refer to the eight elements of Yoga, Of. Yogasütra, II, 29 : 

यमनियमासनम्राणायामप्रयाहारधारणाध्यानसमाधयोऽष्टावङ्गानि । 


7, Note that all these vyabhicaribhavas are given by Bharata and apply to 
various other rasas. In fact, even tattvajiidna itself is given as one of the vibhavas of 
nirveda ( VIL, 28)! For Bharata, the vyabhicdribhdvas can become sthdyibhdvas and 

ice-versa, Nirveda is mentioned as an anubhava of Srigara and of karuna, At VII, 
56, dhrti is said to arise from vijnána ! At VIL, I08, thinking about the $üstras is 
given as a vibhdva of mati. Devaprasüda is a vibhava of harga, Dhrti, mati, smrtt 
and romáfica are vyabhicaribhávas of vira, Stambha is given as a vyabhicáribháva of 
adbhuta ( p. 386) and of bhaydnaka, The present passage is thus merely a pastiche 
from these various sources. 

8, There is something wrong with this introduction: there are only two Aryas 
here, and thus the dual ( dye) should have been given, 
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* San‘arasa has been taught as a means to the highest happiness 
(naih$reyasa). It arises from a desire to secure the liberation of the Self 
and leads to knowledge of the Truth, ” 


* Santarasa should be known as that which brings happiness and 
welfare to all beings and which is accompanied by the stabilization (samsthita) 
in the Self? that results from the curbing of the organs of perception and 
the organs of physical activity, 78 

* Sàntarasa* is that state wherein one feels the same towards all 
creatures, wherein there is no pain, no happiness, no hatred and no envy.” 

* Santa is one's natural state of mind (prakrti). Other emotions 
such as love, etc., are deformations ( of that original state). The deforma- 
tions arise out of this natural state of the mind and in the end again merge 
back into it. " 

“The emotions arise out of Santa depending on their particular 
respective causes. And when the specific causes cease to function, they all 
merge back into $anta. ” 5 

“ Those who know dramaturgy see nine rasas along with their chara- 
cteristics in this manner. ° 

Ruprata’s Kavyalankara XV, 5-6^ 


सम्यग्ज्ञानप्रकृतिः शान्तो विगतेच्छनायको भवति | 


सम्यग्ज्ञानं विषये तमसो रागस्य चापगमात्‌ || 
जन्मजरामरणादित्रासो वैरस्यवासना विषये । 
स॒खदुःखयोरनिच्छाद्वेषात्रिति तत्र जायन्ते ॥ 


l.  Tattvajnánárthahetusamyuktah is very clumsy, since artha and hetu mean 
exactly the same thing, 

Moksidhyatmasamutthah is equally clumsy, We think moksidhyatma should 
be understood as standing for adhydimamoksa, i.e. “liberation of the Self", 
Adhyàtma would mean : dtmanam adhikrty a, * with reference to the Self ”, 

This stanza is quoted, anonymously, by Abhinava in the A bhinavabharati, 
P. 340 ( p. I25, Raghavan’s, text 2nd ed.). He introduces it as a Saigrahakarika, thus 
making it clear that it is not by Bharata, 

2. We take adhydtma here to be used in the sense of the locative dtmani, 

3. Buddhindriya means the samo as jidnendriya, the eyes, the ears, the nose, 
the skin and tho tongue, Karmendriya means the organs of physical activity, such as 
hands, feet, speech, etc, 

4. Of. Daáarüpüvaloka, under IV. 45, p. 35. 

5. Abhinava quotes this verse ( svam svam, etc. ) in tho A. Bh., p. 340. He also 
quotes it in the Locana, p. 39l, with the remark : अन्ये इति भरतवाक्यं दृष्टवन्तः | 
thereby ascribing it to Bharata, 

6. Rudrata's Kavydlankara, A dhydya, I5, 5-I6, p. 66 of the Kávyamálà 
edition by Durgaprasad and Pansikar, with Namisadhu’s commentary, 3rd edition, 
N.S, P., 928, 
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“ Santa (rasa) has for its cause ( i. e.as its sthayibhava) right 
knowledge, and its hero is one whose passions are completely gone. 
Right knowledge arises from the disappearance of ignorance and of attach- 
ment to pleasure. Fear of birth, old age, death, etc., an attitude of disgust 
towards objects of enjoyment, and indifference to pleasure and pain arise 
(as its anubhavas ).”* 


Dhvanyaloka pp. 388-394: 
एवमैकाधिकरण्यविरोधिनः प्रबन्धस्थेन स्थायिना रसेनाङ्गभावगमने निर्विरोधित्वं यथा 
तथा तद्दर्डितम्‌ । द्वितीयस्य तु तत्रतिपादयितुमुच्यते- 
एकाश्रयत्वे निर्दोषो नेरन्तये विरोधवान्‌ | 
रसान्तरव्यवधिना रसो व्यङ्गयः सुमेधसा ॥ २६॥ 
यः पुनरेकाधिकरणत्वे निर्विरोधो नैरन्तर्ये तु विरोधी स रसान्तरव्यवधानेन प्रबन्धे 
निवेशयितव्यः | यथा झान्तशङ्गारो नागानन्दे निवेशितो । 
झान्तश्च तुष्णाक्षयसुखस्य यः परिपोषस्तहक्षणो रसः प्रतीयत एव | तथा चोक्तम्‌ 
यञ्च कामसुखं लोके यञ्च दिव्यं महत्सुखम्‌ | 
तृष्णाक्षयसुखस्येते नार्हतः eat serm 
यदि नाम सर्वजनानुभवगोचरता तस्य नास्ति नैतावतासातरलोकसामान्यमहानुभाव- 
चित्तवृत्तिबिशेष: प्रतिक्षेतुं शक्यः | न च वीरे तस्यान्तर्भावः कु युक्तः | तस्यामिमान- 
मयत्वेन व्यबस्थापनात्‌। अस्य चाहेकारम्रदमेकरूपतया स्थितेः | तयो श्रैवेविशधरविशाषसद्भावेऽपि 
qari परिकल्यते तद्वीररौद्रयोरपि तथा प्रसङ्गः । दयावीरादीनां च चित्तवृत्तिविशेषाणां 
सर्वाकारमहंकाररहितत्वेन शान्तरसप्रभेदलं, इतरथा तु वीर्रभेदत्वमिति व्यवस्थाप्यमाने न 
कश्चिद्विरोधः | तदेवमस्ति शान्तो रसः | 


TRANSLATION OF Dhvanyaloka III. 26: 

So now it has been shown how one can avoid the opposition of a rasa 
that is opposed to the pervading rasa of the work because of their being in 
a single character, by assigning to it a subsidiary position. Now the follow- 
ing is said to show that one can avoid opposition in the case of the second 
variety as well: 


l. Hore is Namisadhu's commentary : sugamag na varam ( which should be 
read navaram, from Sanskrit na param — so this phrase will mean: “ The stanza is 
(generally ) easy to understand, but (the following explanations are necessary ) 7: 

सम्यग्ज्ञानं स्थायिभावः। विभावस्तु शब्दादिविषयस्वरूपम | अनुभावो जन्मादित्रासादयः | 
'केश्चिच्छान्तस्य रसत्वं नेष्टम्‌। तदयुक्तम्‌ | भावादिकारणानां अत्रापि विद्यमानत्वात्‌ | 
This last sentence only begs the question of course, 
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Even when there is no opposition between two rasas, though 
they are found in one character, there might still be opposition 
because of (the opposing rasa ) occurring (immediately after (the 
major rasa). (In such a case) the intelligent (poet) will introduce* 
a (third) rasa that will intervene (between the two opposed 
rasas). (26). 

The rasa that is not opposed (to the principal rasa), though occur- 
ring in the same character, but is opposed because of its immediate occur- 
rence (after it), should be introduced into the work only after the interven- 
tion of a third rasa. As, for instance, Santa and $rigara have been introduced 
into the Nagananda* (with the intervention of adbhuta). Santa, which is 
characterised by the full development of the happiness that comes from the 
destruction of desires,’ is indeed apprehended (as one of the rasas by sensi- 
tive readers). And so it has been said : 


l. Insert rasasya after aikadhikaranyavirodhinak. 

2. The KM edition records nyasyah as an alternative to vyazgyah. 

3. By eküfrayatve nirdoso, we think that the author of the Karikés meant to 
convey the fact th wo opposing rasas may reside in one person if a long time 


elapses, 7. ७. a man can be a kamin in one part of a poem and eventually become a 
virdgin in another, Bhartrhari’s $atakatrayam ? 

4. The idea in citing the Nágánanda is that two opposing rasas, namely 
Érigára and $ünta, are interrupted by a third rasa, adbhuta, that is not opposed 
to either of them. Abhinava has a long passage where he gives quotations from the 
drama exemplifying all the three rasas, The only noteworthy expression there is 
kramaprasarasambhavanabhipraya, which means the orderly progression of the rasas, 
First comes &intarasa, right at the very beginning of the drama (in fact in the Prasta- 
vand ), when Jimitavahana goes off to the forest, Then the sthdyibhava of adbhuta, 
namely vismaya ( over the beautiful singing ), is introduced, and this forms the tran- 
sitional phase to Srigdra, But note that this is a weak argument, for adbhuta 
hardly forms an important element in this drama, ‘It is there, formally, only because 
of the one phrase: aho gitam, aho vaditram, which Jimütavahana says when he first 
hears Malayavati singing and playing on the lute, Moreover, all of these three rasas 
occur in the first act, The rest of the drama is exclusively concerned with the hero’s 
efforts to give up his life for the sake of another. 


5, This definition of $ünta is needlessly complicated, A single long com- 
pound would have been more clear ; तृष्णाक्षयसुखपरिपोषलक्षण: शान्तः | 


6. Ananda is seriously concerned with showing that $üntarasa does exist 
( pratiyata eva and asti santo rasah ). Itis, therefore, likely that this was a controver- 
sial point in the ninth century (indeed it has remained controversial until the present 
day ) Since the Karikas mention all of the eight rasas by name, at some point or 
another, there is absolutely no reason why they should not have mentioned §dnta, had 
Santa been known to their author. The fact that édnéa is never mentioned in a single 
Karika leads us to believe that their author was unaware of its existence (at least of 
its formal existence as a rasa, though there is no reason why he should not have known 
about Santa as an attitude), and most probably, therefore, lived before the time of 
Udbhata, the first author to mention Santa as a rasa, 


xv 
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** The pleasures of love, as well as the great pleasures of heaven, do 
not equal even the sixteenth part of the happiness that succeeds the des- 
truction of desire, "'! 


Even should it be claimed that this is not within the range of experience 
of all men, still itis not possible simply on this account? to reject what is 
the special state of mind of great men who are not like ordinary people. Nor 
is it correct to include Santa within virarasa, because vira depends on egoism, 
whereas santa consists exclusively in the destruction of any feeling of self.* 
If, in spite of this distinction, one should still claim that šanta and vira are 
one and the same, then the same absurd reasoning would apply to vira and 
raudra. In the case of the states of mind in vira which depend on compassion, 
etc., when there is a total absence of egoism, they can be considered as varieties 
of $antarasa. If, however, egoism remains, then they should be considered 
varieties of vira. If we understand things in this way, there will be no 
contradiction. And therefore there is šantarasa. There is nothing wrong 
with including, in a work dealing with $antarasa, a rasa (intrinsically) 
opposed to Santa, as long as a third and neutral ( aviruddha ) rasa intervenes. 


Locana pp. 390-394 : 
ननु नास्येव शान्तो रसः, तस्य तु स्थाय्येव नोपदिषटो सनिनेत्याशङ्कबाह-शान्त- 
श्वेति | तृष्णानां त्रिषयामिळाषाणां यः क्षयः सर्वतो निवृत्तिरूपो निर्वेदः तदेव सुखं तस्य 
स्थायिभूतस्य यः परिपोषो रस्यमानताकृतस्तदेत्र लक्षणं यस्य स शान्तो रसः। प्रतीयत 
ARI स्वानुभवेनापि निदृत्तमोजनाबशेषविषयेच्छाप्रसरत्वकाले सम्भाव्यत एव | 


अन्ये तु सर्वचित्तवृत्तिप्रशम एवास्य स्थायीति मन्यन्ते । तृष्णाऽसद्भावस्य प्रसज्य- 
प्रतिषधरूपले चेतोवृत्तित्वाभावेन भावत्वायोगात्‌ | पर्युदासे त्वस्मत्पक्ष एवायम्‌ | 
अन्ये q— 
खं खं निमित्तमासाय शान्ताद्भावः प्रवतेते | 
पुननिंमित्तापाये तु शान्त एव प्रलीयते || 


इति भरतवाक्यं दृष्टवन्तः सर्वरससामान्यख भावं शान्तमाचक्षाणा अनुपजातविशेषान्तर- 
चित्तबृत्तिरूपं शान्तस्य स्थायिभावं मन्यन्ते। एतच्च नातीवास्मःपक्षादूदूरम्‌ | प्रागभाव- 
प्रध्यंसाभावकृतरतु विशेष: | युक्तश्च प्रध्वंस एव तृष्णानाम्‌। यथोक्तम्‌-* वीतरागजन्मा- 
दर्शनात्‌? इति । प्रतीयत एवेति । मुनिनाणङ्ीत्रिसत एवं “कचिच्छमः? इत्यादि वदता | 


id i. Mahabharata, XIII, |74, 46. The verse has become ( because of Ananda’s 
quotation ? ) a subhasita, quoted even in elementary primers of Sanskrit in India, 

2, etüvatü—" simply because of that”. 

3. Tasya and asya refer to virarasa aud &iniarasa respectively. 
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न च तंदीया पर्यन्तावस्था वर्णनीया येन सर्वचेष्टोपरमादनुभावाभावेनाग्रतीयमानता स्यात्‌! 
शुङ्गारादेरपि फळभूमाववर्णनीयतेव, Gea त॒ “ तस्य प्रशान्तवाहिता संस्कारात | 
तच्छिद्रेषु प्रथयान्तराणि संस्कारेभ्यः? इति सूत्रद्वयनीत्या चित्राकारा यमनियमादिचेष्टा 
राज्यध्रोद्ृहनादिळक्षणा वा झान्तस्यापि जनकादेदटेवेत्यनुभावसद्भावाद्यमनियमादिमध्य- 
संभाव्यमान भूयोव्यभिचारिसद्वावाच प्रतीयत एव | 


नलु न प्रतीयते नास्य विभावाः सन्तीति चेत्‌-न; प्रतीयत एत्र तावदसौ । तस्य 
च भवितव्यमेव प्राक्तनकुशळपरिपाकपरमेश्वरानुग्रहाध्यात्मरहस्यशान्नतीतरागपरिशीलनादिभि- 
विंभावैरितीयतेव बिभावानुभावव्यभिचारिसद्भातः स्थायी च afta: | ननु तत्र हृदयसंवादा- 
भावाद्रस्यमानतेत्र नोपपन्ना | क एवमाह नास्तीति, यतः प्रतीयत एवेत्युक्तम्‌ | 


ननु प्रतीयते सवस्य छाघास्पदं न भवति । तर्हि वीतरागाणां GERD न ma 
इति सोऽपि रसत्वाच्च्यवतामिति तदाह-यादि नामेति। ननु धर्मप्रधानोऽसौ वीर एवेति 
संभावयमान आह-न चेति | तस्येति वीरस्य । अभिमानमयत्वेनेति | उत्साहो ह्यहमेवंविध 
इत्येवंप्राण इत्यर्थः। अस्य चेति शान्तस्य | तयोश्चेति । ईहामयत्वनिरीहत्वाम्यामत्यन्त- 
विरुद्धयोरपीति चशब्दाथ: | वीररौद्रयोरत्त्यन्तविरोधोऽपि नास्ति | समानं रूपं च aA 
कामाअनोपयोगित्रम्‌ | 


नन्तेत्रं दयावीरो धर्मवीरो दानवीरो वा | नासौ काश्चित्‌, शान्तस्येवेदं नामान्तरकरणम्‌ | 

तथा हि मुनिः- 

दानवीरं धर्मवीरं ait तथेव च | 

रसं वीरमपि प्राह ब्रह्मा त्रिविधसंमितम्‌ ॥ 
इत्यागमपुर:सरं त्रेविध्यमेवाभ्यधात्‌ | तदाह-दुयावीरादीनां चेल्यादिग्रहणेन | विषयजुगुप्सा- 
रूपत्वादबीभत्सेऽन्तर्भावः AFA । सा लस्य व्यभिचारिणी भवति न तु स्थायितामेति 
पर्यन्तनिर्वाहे तस्या मूलत एव व्रिच्छेदात्‌ | आधिकारिकत्वेन तु शान्तो रसो न निबद्धव्य 
इति चन्द्रिकाकारः । तच्चेहास्माभिन पर्यालोचितं, प्रसङ्गान्तरात्‌ | मोक्षफळ्लेन चायं परम- 
पुरुषार्थनिष्ठत्वात्सवरसेभ्य: TAT: | स॒ चायमस्मदुपाध्यायमट्ततोतेन काव्यकौतुके, 
अस्माभिश्च तद्विवरणे बहुतरकृतनिणयपूर्वपक्षसिद्वान्त इत्यळं बहुना || 


TRANSLATION OF THE Locana ON Dhvanyaloka Im, 26. : 


Objection? : “There is no $antarasa at all, for Bharata has not 
taught its sthayibhava.” In order to answer this objection, ( Ananda- 


l. Note what Kane has to say on the date of the Avaloka : * The dagarapa 
and its commentary Avaloka were probably composed before Abhinavagupta wrote the 
.Abhinavabhürati. Theearliost datable work of Abhinavagupta isthe Kramastotra com- 
posed in 990 A. p. It has been shown above thatthe Daaripa was composed between 


( Continued on next page 
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vardhana ) has said : “ And Santa, etc. » The complete extinction of desires, 
that is, love for sense-objects, in the form of the withdrawal ( of the mind ) 
(from every object of the sense), (also called) detachment,’ that alone is 
happiness. The development of this, which arises from the aesthetic enjoy- 
ment of this detachment, when it turns into an abiding mental state, constitutes 
the definition of santarasa. “It is indeed apprehended. ” It is possible ( for 
ordinary people) to imagine what it is like from their own experience at the 
time when the course of their desires for all objects of the senses, such as food 
etc., has completely ceased (because of having eaten to satiation etc.).” Others, 
however, believe that the sthayibhava of Santarasa is the calming down of all 
mental activity. If the absence of desires (which is the meaning of trsnaksaya) 
is understood in the sense of a complete negation of their existence, then it 
would amount to the absence of all mental activity and could not be regarded 
as a bhava (i.e. a positive mental state). But if it is understood in the sense 
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974-996 A.D, and the commentary of Dhanika was composed not before ]000 a, p, 
Therefore, Dhanamjaya and Dhanika were contemporaries of Abhinavagupta, At 
all events the two works do not refer to each other, though (sic) they differ 
in sevoral important respects.” P. V. Kane, op. cit. p. 248. We think, though, 
that the Locana passage we are dealing with has in mind the criticisms of Dhanika, 
for in at least 5 places Abhinava refers to views that Dhanika has either mentioned or 


espoused. We think, for instance, that the passage on p. 390, ननु नास्व्येव शान्तो wW: 
तस्य तु स्थाय्येव नोपदिष्टो मुनिनेद्याशब्प्ाह is a reference to Dhanika, under IV, 35, इह शान्त- 
रस प्रति वादिनामनेकविधा विप्रतिपत्तयः, तत्र केचिदाहुः — नास्त्येव शान्तो रसः — तस्याचार्येण 
बिभावाद्यप्रतिपादनाछक्षणाकरणात्‌ | ( p. 447). The passage in tbe Locana on page 39l, 
न च तदीया पर्यन्तावस्था वर्णनीया येन सर्वचेष्टोपरमादनुभावेनाप्रतीयमानता स्यात्‌ might well be a 
reference to Dhanika, p. 48, सर्वथा नाटकादावभिनयात्मनि स्थायित्वमस्माभि: शमस्य निषिध्यते — 
तस्य समस्तव्यापारप्रविलयरूपस्याभिनयायोगात्‌ ॥ (See also the more elaborate argument on 
this subject given in the Abhinavabhdrati ) The passage on p. 393, नन्वेवं दयावीरो wd. 
वीरो दानवीरो qr could well be a reference to the passage in Dhanika, p. ]48, where 
be says : 
अतो दयावीरोत्साहस्येव तत्र स्थायित्वम्‌ | 

‘The passage on p. 394 of the Locana, विषयजुखुप्सारुपत्वाद्वीभत्से$न्तर्भाव: THAT, might be a 
reference to the reported view on p. I47 of the A valoka : अन्ये तु वीरंबीभत्सादावन्तर्भावं वर्णयन्ति, 
Finally, the remark in the Locana, on 9. 892, ननु तत्र हृदयसंवादाभावाद्रस्यमानतैव नोपपन्ना 
could well be aimed at Dhanika, p. l65, just before IV, 46: न च तथाभूतस्य शान्तरसस्य 
सहृदयाः स्वादयितारः सन्ति, Of course, there is no guarantee that these were not merely 
general views, held in common by a number of authors, 

l. Note then that Abhinava is not saying that Ananda’s stAayibháva, trends 
ksayasukha, is different from nirveda. 

2. Nivrtta goes with icchéprasara, We think the idea is that after one has 
taken a large meal, food is no longer attractive. From this we can infer that for the 
sage, worldly pleasures are no longer attractive, and thus we have a basis for under- 
standing &intarasa from our own experience, 
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of exclusion (of all desires), then this view will fall within our position.’ 
Others, however, have taken their stand on the following verse of Bharata :* 
** Various feelings, because of their particular respective causes, arise 
from santa (a state of mental calm). But when these causes disappear, they 
melt back into Santa; "® and they then claim that santa is common to all 
rasas and consider the sthayibhava of Santa to be that state of mind which 
has not been particularised into any other mood. This opinion is not very 
far removed from our position. The difference is one of pragabhava (“ non- 
existence of something before its origination” ) and pradhvamsabhava ( non- 
existence of something when it is destroyed ). And it is correct for desires to 
be destroyed. As has been said : “ We can never find a man who is without 
desires from his birth.” (L e,a person achieves this state at some later 
point in his life, and therefore desires can be destroyed.) Even Bharata has 
shown his agreement by saying : * Sometimes peace”,* etc. The culmina- 


i, The point is this : what kind of negative is trsndksaya ? Is it prasajya- 
protisedha, or paryudásapratisgedha ? If it is the former, then there could be no 
question of a bhdvaat all, and therefore this is unacceptable, Paryuddsa, which 
means “ exclusion of something with the possibility of including its opposite ", is 
however acceptable, The two kinds of negation are paralleled by the two forms of 
absence, pragabhava and pradhvamsdbhava which will be mentioned later, 

2. 'This is from the NS VI, I06-8 and forms part of the interpolated ¿anta 
passage in that text, 

3. Note that this verse does not necessarily mean that their author accepted 
$4ntarasa, Santa is simply the absence of emotion, the tabula rasa of the emotional 
board, It has nothing to do, necessarily, with mokys or religious views in general, 

The stanza is given under the beading of Arya verses and was, therefore, most 
probably part of a floating tradition, and not part of a continuously argued passage. 
On p. 326 of the AN. S (Vol, L), several verses are introduced with these words : atraryah 
( with a variant reading of atränuvam gyā arya bhavanti) on which Abhinava has a most 
important remark : ता एता urat एकप्रघट्टकतया ( Abhinava is fond of this rather rarely used 
word) पूर्वाचायैलेक्षणत्वेन पठिताः । मुनिना सुखसंग्रहाय यथास्थानं निवेशिताः | Lt is, therefore, clear 
that these verses are not by Bharata himself, Some of them, however, might well be 
his own, and in this the situation resembles that of the Dhvanydloka, where some of 
the Sargrahaslokas must be by Ananda, and some must be by earlier or contem- 
porary writers, Kane quotes Fanaparea 29, 8 : अत्रानुवंशं पठतः झणु भे कुरुनन्दन | 
on which Nilakantha says: परम्परागतमाख्यान छोकम्‌ | (For more references, see Kane, 
op. cit., p. I7). Note that Abhinava explains this term ( dnuvaméya) as : अनुवंशे भवौ 
झिष्याचार्यपरम्परासु वर्तमानौ #ोकाख्यौ saa सूत्रार्थसंक्षेपप्रकटीकरणेन कारिकाशब्दवाच्यौ भवतः। 
Vol, l, p. 290 ( second paragraph ). 

4, This is a reference to the Vs, I, 06: 

wed: कचित्कीडा कचिदर्थः कचिच्छमः। 
दुःखार्तानां श्रमार्तानां शोकार्तानां तपस्विनाम्‌ ॥ 
विश्रान्तिजननं काले नाव्यमेतङ्गविष्यति | 
ब्रह्मर्षीणां च विज्ञेयं नाख्यं वृत्तान्तदर्शनम्‌ ॥ 
( Continued on next page 
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ting stage of nirveda is not to be described ( in Santa), so that one could say 
it cannot be perceived, because of the absence of any (visible) symptoms 
due to the cessation of all activity. This applies equally to Srigara, etc., 
where the culminating stage ( for example, actual sexual intercourse) cannot 
be described.? But in earlier stages, according to the two Sutras ( of Patafijali)*: 
** This ( mind-stuff ) flows peacefully by reason of the subliminal-impression;"* 
and “ In the intervals of this ( mind-stuff) there are other presented-ideas 
(coming) from subliminal-impressions,” such diverse actions as yama, 
niyama, etc., or activities such as ruling the kingdom of the earth, etc., are 
perceived even in the case of Janaka and others who are nonetheless Santa 
(i. e. full of mental calm). And so it must be admitted that Santa is appre- 
hended because of the existence of such outwardly visible symptoms and 
because of the existence of many vyabhicaribhavas which are imaginable-in 
the intervals of (the accessories of yoga such as)* yama, niyama, eto, 
Should one object that it is not perceived, as there are no vibhavas belonging 
to it, we reply, no, it is perceived, and its vibhavas such as acquaintance 
with people who are devoid of desire, fruition of one’s former good deeds, 
grace of the highest God, and acquaintance with the secret teaching relating to 


Continued from previous page ) 

It is one of the key passages for those who believe that Bharata really did accept 
éanta as a rasa, But there is no reason to believe that these correspond exactly to any 
of the rasas. They refer rather to the purusárthas, One wonders, though, precisely what 
Bharata had in mind by including moksa ( corresponding to gama ) as suitable for the 
drama. 

l. Delete the quotation mark before $ragáráder api, in the B. P. ed. 

2. This is an important distinction, but it is difficult to know exactly what 
Abhinava hus in mind, He admits that it isimpossible to show the anubhavas of the 
last phases of Sanzarasa, because at that point there is a complete absence of activity, 
( This is an old Advaita problem, whether the Jivanmulta engages in activity or not, The 
conundrum had passed into Zen, where it has formed the basis of elaborate discussions 
concerning the identity of saxsdra and nirvana ). But Abhinava says that the same 
is true of gragara, etc. What does he mean? We suppose he is referring to actual 
sexual intercourse. Now, why, precisely, does he say that this cannot be portrayed? 
‘On the analogy of the earlier example of Santa, it would seem to be because there is 
no physical activity, But this, of course, is not true, Or does he mean, not only 
sexual intercourse in general, i, 8, nob only the act of penetration, but also the actual 
moment of ejaculation ? In this case, he might well mean that there is little or no 
activity. ( Which does not, however, imply that one cannot describe it, or even present 
‘it on the stage). Perhaps Abhinava simply means that it would be a breach of good taste 
to portray actual sexual intercourse on the stage. But if this is what he means, it is 
hard to soe how this is relevant to $intarasa and the absence of activity. Moreover, in 
the Abhinavabharat?, Abhinava makes the same remark concerning karunarasa, 

3. From the Yogasütra, III, lO and IV, 27. Our translation is taken directly 
from James Haughton Wood's “ The Yoga System of Patañjali”, Harvard Oriental 
Series, I7, Cambridge, | 9l4. 

4, After vyabhicdrisadbhavac ca add Santarasah. 
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the Self, must be presumed. And so by all this we have shown that 
vibhavas, anubhavas, vyabhicaribhavas, and a sthayibhava for Santa. all exist. 
Objection! : “ In 'Santarasa no act of relishing can arise because of the 
lack of sympathetic response." Who said that there is no sympathetic 
response ? For it has already been said that it is perceived. Objection : 
“(Though it may be) perceived, it is not esteemed by everybody.” Yes, 
but according to this reasoning, men devoid of desire will not find 
love very praiseworthy either, and so it will have to be removed from 
the annals of rasa history !* And so Anandavardhana says : “ Even if ”. 
Objection : “It is possible to consider this (§anta) as identical with that 
variety of vira which consists primarily of dharma”. He answers this by 
saying : * And not." tasya refers to vira. “Is full of egoism,” because 
the essence of utsáha ( energy, the sthayibhava of vira ) is to feel and say that 
“I am such and such”, etc. Asya ca refers to Santa. “ Between the two”: 
ca here means ‘ although they are extremly opposed to each other because 
the one (vira) is full of desire and the other ( Santa) is devoid of desire, > 
But vira and raudra are not even very much opposed, because their similarity 
consists in this, that in attaining dharma, artha or kama, both are (equally) 
helpful ( upavogitva). Objection : “If this is so, then compassionate heroism 
(dayavira) is either religious heroism ( dharmavira) or generous heroism 
(danavira) (but not santa). No, it is neither of these two, because 


l. The point of the objection is that $in£a is never experienced by ordinary 
people in everyday life, and therefore they will have no vasanas that will enable the 
acting to heighten the sthayibhdva in them to tho status of a rasa, Abhinava replies 
that Santa is, in fact, experienced by ordinary men. He refers, we believe, to the 
analogy of feeling sated after a full meal. 

2. The opponent’s argument, that &intarasa appeals only to a select few, is 
very strong and deserves a serious reply, Abhinava's reply that for a vitardga, a man 
with no passions, §rigdra will also hold no appeal, is very weak. The point, surely, 
is that §rigara is, or has been, within the experience of all men, whereas §inta is not, 
( There are after all philosophical schools in India which denied the very existence of 
moksa, but none that ever denied the existence of ár&güra!) This is presumably 
what the pirvapaksin means by slaghaspadam, Moreover Abhinava has himself made 
fun of these very vitardgas who are unable to appreciate love, Dry Mimimsaka 
scholars he calls them. Of course, from a modern point of view, both objections 
can be simply met : it is not necessary to believe in something in order to enjoy it, 
for otherwise no atheist would find any pleasure in reading religious poetry, or 
even the Upanisads for that matter. Brigid Brophy has said that most of us“ have 
replaced belief in fairies by a Midsummer Night's Dream ”. 

3. Abhinava must have in mind the passage in the NS, 27,59: 

तुष्यन्ति तरुणाः कामे विदग्धाः समयाश्रिते । अर्थेष्वर्थपराश्चैव मोक्षेष्वथ विरागिणः ॥ 
on which he comments : हृदयसंवादोऽपि तथ।विधतत्त्वज्ञानबीजसंस्क्रारभावितानां भवत्येव, यद्वक्ष्यति 
“ मोक्षे चापि विरागिणः ” इति । (Vol. L p. 340 ) 

4, The punctuation of the Balapriyd text is wrong. Place a danda after 

danaviro vd, násau kascit is a separate sentence, a reply to this objection, 
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(compassionate heroism) is simply another name for Santa. For the sage has 
said : 

“ Brahma has said that virarasa is of three kinds: generous heroism, 
religious heroism, and battle heroism ".! 

And so, using the tradition (agama) as authority, he (i. e. the sage), 
declared ( vira) to have only three varieties." And so Ananda has said: 
6 compassionate heroism, etc.," where the word “ etc. " (refers to danavira 
and dharmavira). It might be (wrongly) suspected that ( Santa) could be 
included under bibhatsa, because in both cases there is disgust with worldly 
objects. But while disgust* can be a vyabhicaribhava of Santa (in the sense 
that it is transitory ), it cannot be its sthayibhava; because in the last phases 
of santa, it is completely rooted out. The author of the Candrika claims 
that Santarasa should not be employed as the major rasa (in a work). We 
have not examined this opinion here since that would lead to digression 
(prasaügantarüt). Because Santa is grounded on the highest goal of man, 


l. Read rasam viram and not rasaviram, It means virarasa, 

2, The point of the verse is that Bharata does not even mention daydvira, 
and therefore it is not vira at all, but Santa, (NS. VI,79, p. 33l) The real question 
to ask Abhinava would have been how he intends to understand dharmavira, How 
does this really differ from daydrira ? 

3. Something has been dropped from the Locana passage daydviradinan 
cetyadigrahanena, The Balapriyd says that one must supply dharmaviradánavirayor 
grahanam, But this seems a contradiction, for Abhinava has just finished saying that 
dharmavira and dünavira are virarasa, not šantarasa, whereas dayüvira is Santa, 
However, this seems to be what Ananda has in mind, for otherwise it is difficult to 
know what ádi will stand for, The view of Ananda is that all the three, daydvira, 
dhurmavira and dünavira, are to be regarded as varieties of Santa (ns far as one can 
judge from his 7776 ), if they are free from all traces of egoism. If not, they should be 
regarded as varieties of virarasa, Thus, Ananda does not appear to have shared 
Abhinava's view that any form of dayavira is necessarily &inta itself, Abhinava holds 
the view that dayávira is not to be identified either with dánarira or with dharmavira, 
He believes that dünavira and dharmavira aro also to be regarded as varieties of 
Santa if they are divested of all traces of egoism, The difference between the positions 
of Ananda and Abhinava seems to be this : that, whereas Ananda regards dayavira as 
identical with Santa only in certain circumstances (viz. when there is no egoism ), 
Abhinava regards daydvira as identical with Santa in all circumstances. This implies 
that there can be no egoism in dayavira for Abhinava. Cf. Locana, p. छी : daydvira- 
babdena và $intam vyapadisati. 

4, The idea is that jugupsá is not really a part of Santa, or rather, it is not 
an abiding element ( though it can be regarded as a vyabhicaribháva of Santa ), since 
at the moment of realisation, नाभिनन्दति न द्वेष्टि तस्य प्रज्ञा प्रतिष्ठिता । 

5, Note Raghavan, * Number of Rasas ", p. 22, “ Evidently, the Candrikikira 
also held the view that Vira and Sragara are the Rasa-s in the Nagdnanda in accor- 
dance with the ending in the attainment of vidyddhara-cakravartitva, the overlord» 
ship of the kingdom of Vidyadhara-s, and the sustained love-theme, and that the §inta 
came in there as a subsidiary idea to give a new variety of Vira called Dayd-vira, 

( Continued on next page 
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i, e. because it gives rise to moksa, it is the most important of all the rasas.' 
And this has been demonstrated at great length, stating both pro-and contra- 
positions, in the Kavyakautuka of our teacher Bhattatauta and in our com- 
mentary on that work. So enough of further discussion here, 


Dhvanyaloka pp. 529-533 : 

तथा च रामायणमहाभारतादिषु संग्रामादय: पुनः पुनरमिहिता अपि नवनवाः MRTA | 
प्रबन्धे चाङ्गी रस एक एवोपनिबध्यमानोऽथविशषलाभं छायातिशय च पुष्णाति | कस्मिन्नि- 
रेति चत्‌ -यथा रामायणे यथा वा महाभारते । रामायणे हि करुणो रसः खयमादिक- 
बिनासूत्रित: * शोकः छोकत्वमागत: ' safar | निव्यूढश्व स एव सीतात्यन्तत्रियोग- 
पर्यन्तमेव खप्रबन्धमुपरचयता | महाभारतेऽपि शात्ररूपे काव्यच्छायान्वयिनि बृणिपाण्डव- 
बिरसावसानवैमनस्यदायिनीं समाक्षिमुपनिबक्नता महासुनिना वैराग्यजननतायर्य प्राधान्येन 
ख़प्रबन्धस्य दुरीयता मोक्षळक्षणः पुरुषार्थ: शान्तो wa मुख्यतया विवक्षाविषयतेन 
सूचितः | arate बिश्वतमवान्येव्यख्याविधायिभि: | स्वयमेव चैतदुद्वीण तेनांदीण- 
महामोहमग्नमुञ्जिहीषता लोकमतित्िमछज्ञानालोकदायिना छोकनाथेन-- 

यथा यथा विपर्येति छोकतन्त्रमसारतरत्‌ i 

तथा तथा Aasa जायते नात्र संशय: || 


इत्यादि बहुराः कथयता | ततश्च शान्तो रसो रसान्तरैमाक्षळक्षणः पुरुषार्थः पुरुषार्थान्त- 


रेस्तदुपसजनतेनानुगम्यमानो5ट्वरिलेन विवक्षाविषय इति महाभारततासर्य खुब्यक्तमवाव- 
भासते | अङ्गाङ्गिभावश्च यथा रसानां तथा प्रतिपादितमेव | 


पारमार्थिकान्तस्तत््ानपेक्षया शारीरस्येवाङ्गभूतस्य रसस्य पुरुषार्थस्य च खप्राधान्यन 
चारुल्मध्यविरुद्रम्‌। ननु महाभारते यावान्विवक्षाविषय: सोऽनुत्रमण्यां सर्व एवानुक्रान्तो न 
चेत्तत्र इश्यते, प्रत्युत सपुरुषार्थग्रबाधहेतुलरं aaa च महाभारतस्य तस्मिनुद्देश 
स्वशब्दनिवेदितलेन प्रतीयते | अत्रोच्यते - सत्यं शान्तस्यैव wena महाभारते मोक्षस्य 


Continued from previous page ) 

Abhinavagupta, however, rejects this view of the Candrika in his Locana. Adhikari- 
katvena tu Santo raso (raso na) nibaddharya iti candrikakarah, tac cehdsmabhir na 
paryálocitam," This does not seem justified by the passage Dr. Raghavan quotes 
Abhinava has not said that he rejects the views of the Candrika, but only that a 
discussion of these views would involve digressing from his main theme. We have 
translated the whole passage on page I02, Of. A. Bh., Vol. TI, p. 45l, 

l. Note that what Abhinava says here: sarvarasebhyah pradhanaiamah is 
directly contrary to what Ananda will say on p. 397 of the D, Al. : झज्ञाररसः ...सर्वरसेभ्य: ... 
प्रधानभूतः | Moreover he himself will admit in the Abhinavabharatt that santa is 
apradhána : अत एव शान्तस्य स्थायित्वेऽप्यप्राधान्यम्‌ | (Vol. I, p. 339). And again in the 
A, Bh. IV, p. 78 : uktam hi — na $intarasapradhàünatá prayogasya bhavati, sato'pi 
(sann api?) hi rasántaroparakta eva prayogayogyo nanyatheti, 
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च सवपुरुषार्थभ्य: प्राधान्यमित्येतन स्वदाब्दाभिधेयतेनानुक्रमण्यां दितम्‌, «mk तु 
व्यङ्गवत्वेन- 
‹ भगवान्वासुदेवश्च कीर्त्यतेऽत्र सनातनः ! 

इत्यस्मिन्‌ वाक्ये | अनेन ह्ययमर्थो ugue विवक्षितो यदत्र महाभारत पाण्डवादि चरितं 
यत्कीर्सते तत्सत्रमवसानविरसमविद्याप्रपक्चरूपं च, परमाथसत्यस्वरूपस्तु भगवान्‌ वासुदेवोऽत्र 
कीर्यते | तस्मात्तस्मिन्नेव परमेश्वर भगवति भवत भावितचेतसो, मा भूत विभूतिषु निःसा- 
रास रागिणो गणिषु वा नयत्रिनयपराक्रमादिष्वमीषु केवळेपु केषुचित्सर्तात्मना प्रतिनिविष्टधिय:॥ 
तथा चाग्रे-पश्यत frugi संसारस्येत्यमुमेवार्थ योतयन्‌ स्फुटमेवावभासते व्यज्ञकशक्त्यनु- 
गृहीतश्‌ AA: | cifra गर्भीकृतं संदर्शयन्तोडनन्तर'छोका छक्ष्यन्ते- “स हि सत्यम! 
इत्यादयः | 

अयं च निगूढरमणीयोथी महाभारतावसाने हखिंशवर्णनेन समाप्ति विधदता तेनेव 
कविवेधसा कृष्णद्वेपायनेन सम्यकस्फुटीकृतः। अनेन चार्थेन संसारातीते que भक्‍्त्यति- 
शयं प्रवर्तयता सकळ एव सांसारिको व्यवहारः पूर्वपक्षीकृतों न्यक्षण प्रकारात | देवतातीर्थ- 
तपःप्रम्नतीनां च प्रभावातिशयवर्णनं तस्यैव परब्रह्मणः प्राप््युपायत्वेन तद्विभूतित्वनेव देवता- 
विशेषाणामन्येषां च । पाण्डवादिचरितवर्णनस्यापि वैराग्यजननतात्पर्याद्रिराग्यस्य च मोक्ष- 
मूळत्वान्मोक्षस्य च भगवग्राष्युपायत्बेन मुख्यतया गीतादिषु प्रदर्दितलातपरत्रह्मप्रात्युपाय- 
त्वमेव | परम्परया वासुदेवादिसंक्ञाभिधेयत्वेन चापरिमितशक्त्यास्पदं परं ब्रह्म गीतादिप्रदेशा- 
न्तरेषु तदभिधानत्वेन लब्धप्रसिद्धि माथुरप्रादुर्भावानुकृतसकलस्वररूपमं विवक्षितं न तु माथुर- 
प्रादुर्भावांश एब, सनातनशब्दविशेषितत्वात्‌ । रामायणादिषु चानया संज्ञया भगवन्मूत्येन्तरे 
व्यवहारदरीनात्‌ | निर्णीतिश्चायमर्थ: शब्दतत्त्ववि्धिरेव । 

तदेवमनुक्रमणीनिर्दिष्टेन वाक्येन भगवद्रयातिरोकण: सर्वस्यान्यस्यानित्यतां प्रकाश- 
यता मोक्षळक्षण एवैकः परः पुरुषार्थः MATA, काव्यनये च तृष्णाक्षयसुखपरिपोषळक्षणः 
शान्तो रसो महाभारतस्याङ्गिल्न विवक्षित इति सुप्रतिपादितम्‌। अत्यन्तसारभूतत्वाच्चाय- 
मर्थो व्यद्यत्वेनैव दितो न तु वाच्यत्वेन | सारभूतो ह्यः स्वराब्दानभिधेयत्वेन प्रकाशितः 
सुतरामेव शोभामावहति | प्रसिद्विश्चयमस्त्येव विदग्धविद्दत्पारिषत्सु यदभिमततरं वस्तु व्यङ्गय- 
लवेन ARAA न साक्षाच्छन्दवाच्यत्वेन | 


Dhyanyaloka, Uddyota IV. : 
Thus in the Ramayana, in the Mahabharata, and other works, though 
battles and the like are described again and again, they seem new each 


l, D. Al. pp. 529 ff, 
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time. When one single rasa is presented as dominant in a large work, 
this creates originality? in the subject matter and ( gives rise to) great 
beauty as well. “ Such as where?” Well, for instance in the Ramayana and 
the Mahabharata. For in the Ramayana, karunarasa has been hinted at by 
Valmiki when he says: “Sorrow was transformed into poetry.” It is 
that very (rasa) that has been sustained till the very end, since Valmiki ends 
his work with ( Rama’s ) final separation from Sita.* (The same applies to) 
the Mahabharata also, (that work) which has the form of a philosophical 
(or didactic) text’ and possesses the beauty of poetry. When the great 
sage ( Vyasa) ends his work in such a way that it makes us feel melancholy 
f vaimanasyadayini) by having the Vrsnis and the Pandavas all finish in a 
pathetic way,’ and shows how his book puts emphasis on the creation of 
world-weariness (vairagya), he suggests by this emphasis that (among the 
rasas ) $antarasa is meant to be predominant, and (among the goals of life), 
moksa is primarily intended. Moreover this has been partially explained by 
other commentators as well. The father of the world (Jokanatha), who: 
wishes to lift people out of the morass of rampant (udirna) ignorance in 
which they have fallen, and provide them with the pure light of knowledge, 
has himself asserted this very thing when he said the following and many 
other things like it over and over: 

l. What makes the battles seem original each time, is not, we think, the 
use of dhvani in each particular description (though vira, bhaydnaka, bibhatsa, and 
raudra can all exist therein ), but their subordination to a more general aesthetic goal. 
So in the case of the Ramayana, the constant expressions involving pain, sorrow, sepa- 
ration, etc., all conduce to the over-all end of the work, a feeling of karuna, In the 
Mahabharata, the more battles are described, the more distasteful war becomes and 
the more firmly grounded our feeling of detachment, of world—weariness ( vairágya ). 
This theory, advanced as it is, would be appropriate to a work where the subject isa 
unified one, but it can hardly be applied to a work as varied (in authorship as well) 
as the Mahabharata, which contains several rasas, and cannot be viewed asa unity, 
Ananda of course could not have agreed, 


2. Arthavisesa here means arthanavatoa, 

3. Seethe passage translated from the Locana on tho first Uddyota of the 
Dhvanyáloka, p. 79. The passage herois Ramayana I, 2. 40, 

4, This refers to Sita’s being swallowed up by the earth, At the very end 
of the Ramayana, Rima is promised a heavenly reunion. One wonders whether this 
obvious interpolation existed at the time of the Dhvanydloka, If it did, then Ananda 
in an unprecedented critical attitude seems to suggest that this cannot concern the 
literary critic, which is a remarkably advanced view. 

5. Read Sdstraripe on p. 530. 

6, Note what the Didhiti commentary (p. 6l]) says on this : तेषामेव यदीदृशः 


परिणामः तहि का कथान्येषाम्‌ ? “ If even they ended up like this, what hope is there for 
the rest of us?” The mahdprasthana episode, especially the svargdrohana, does indeed 
convey an atmosphere of dejection. After all, the brothers undertook this suicidal 
voyage because things looked so bleak, Yudhisthira especially strikes one as a tired 
man, battle-weary and without illusions about man's perfectability, 
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*« The more the course of the world (lokatantra) unfolds itself before 
us as vain and insubstantial, the more, surely, does (our ) detachment 
grow.” 

From this the ultimate meaning of the Mahabharata appears most 
clearly : the two subjects intended as predominant are Santarasa, with other 
rasas in a subordinated position, and moksa, with other aims of life likewise 
subordinated. The topic of the predominance and subordination of the 
different rasas has already been dealt with.” It is no contradiction to say 
that if we do not take into consideration the ultimate ( paramarthika ) inner 
truth (of the Mahabharata), other subsidiary goals of life (besides moksa ) 
and other subsidiary rasas ( besides Santarasa ) are beautiful in their own way 
( svapradhanyena, i. €. svavigaye ), just as the body, when we do not take the 
soulinto consideration, is thought of as beautiful, though it is really only 
subsidiary (to the soul). “But ", (someone might argue), “ in the Maha- 
bharata al of the subjects to be presented have been given in the table of 
contents, and this one (that you mention) is not found there? On the 
contrary, we can understand, through the very words used ( svasabdani- 
veditatva ) in that section ( uddesa), that the Mahabharata teaches all the 
goals of man, and contains all the rasas.” We reply : What you say is true. 
In the table of contents it has not been said in so many words that in the Maha- 
bharata, Santarasa is the main (rasa) nor that moksa is more important than 
all other human preoccupations. But it has been shown through suggestion, 
as in the following phrase: ‘‘ And the blessed eternal Vasudeva is praised 
herein."* The intended meaning, arrived at through suggestion, is that the 
deeds of the Pandavas, etc., which are recited in the Mahabharata, all end 
pathetically and are only a manifestation of cosmic ignorance; and that the 
blessed Vasudeva, whose formis the highest truth, is glorified there, “* There- 
fore turn your minds devoutly to that revered, highest God alone. Do not set 
your hearts on the empty outward shapes of things, and do not exclusively 
fix your thoughts on mere worldly virtues like political sagacity, enforcement 


l. We have not succeeded in tracing this stanza in the Mahabharata, 

The verse _ might appear to an impartial reader ( that is, outside of the 
context of the D. Al.) asa rather cynical comment : “ only when things go badly do 
they appear unreal. " Without the context, we cannot say whether Ananda's inter- 
pretation is the correct one. 

2, D. Al. ILL 20 and following. 

3. The passage the Pürvapaksin seems to have in mind is Mahabharata L 
]. 48: 
वेदयोगं सविज्ञानं uisu: काम एवं च | 
धर्मार्थकामज्षास्राणि arent विविधानि च॥ 


4 Mahabharata, I, l. 256. 
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of discipline, valour, etc.” And further on, the word “and ” (ca) helped by its 
suggestive power, is here clearly seen to suggest the following idea : “ Take 
into account the hollowness of worldly existence. ” The verses immediately 
following, such as “ He indeed is the Truth ”, etc., are (also ) seen to contain 
implied in them similar ideas. 

By completing his work at the end of the Mahābhārata with the des- 
cription of Krsna’s genealogy ( Parivamáa ), the poet-creator Krsnadvaipayana 
has made this hidden beautiful sense wonderfully patent. And because this 
( hidden ) meaning impels us to great devotion for another truth, beyond the 
phenomenal world, all worldly activities assume a preliminary! and vincible 
position ( purvapaksa )* as being fit to be ignored ( nyaksa )? The descrip- 
tion of the exceptional power of gods, holy places, penance, etc., is (only) a. 
means to attaining the highest Brahman, because the various particular gods 
and other things (i.e. holy places, penance, etc.) are its manifestations. 
( vibhuti).* The description of the life of the Pandavas etc., gives rise to 


l. Cf. Raghavan, “The Number of Rasas”, 9. 86: The author of the 
Bhágavata in his criticism of the Bhirata, says that in the Great Epie, Vyasa has 
described * Pravrtti” (as Parvapaksa ) so much and so well, that man who is by 
nature attached to it has mistaken the Pdérvapakya itself for the Siddhànta ”, 
Here is the verse, as quoted by Raghavan : 
gutted धर्मकृतेडनुशासतः 
स्वभावरक्तस्य महान्‌ व्यतिक्रमः । 
यद्वाच्यतो धर्म इतीतरः स्थितो 
न मन्यते तस्य निवारण जन: ॥ (Bhägavata, L 5, l5) 
Note the important verse of Abhinavagupta in his Gildrthasangraha (edited by 
V. L, Shastri Pansikar in his edition of the Gila, N. S. P., Bombay ॥92 with 8 
commentaries ), p. 2 : 
द्वैपायनेन मुनिना यदिदं व्यधायि 
शास्त्र सहस्नशतसंमितमत्र मोक्षः | 
प्राधान्यत: फलतया प्रथितस्तदन्य- 
धर्मादि तस्य परिपोषयिठुं प्रणीतम्‌ ॥ 

2. Professor Daniel H. H. Ingalls has kindly directed our attention to an 
interesting remark of Nilakantha on M. Bh., L. I. 275. ( Poona Ed, p.24), where an 
adversary is made to remark : अत्रानथंको युद्धादिप्रलापो भूयान्‌ दृश्यते ४० which the reply is : 
एवं भारत5पि धर्मत्रह्मप्रतिपादन एव परमतात्पर्यम्‌ | अर्थवादजातमपि युथिष्ठिरादिवदरवहतंव्यं न दुर्योधना- 
दिवदिस्याशयेनोक्तम्‌ ... . . ............ तथा च सर्वस्मादपि अन्थात्सारमेवादेयमितरत्‌ ल्याज्यमिति श्रयते | 
Note how similar this is to the last two verses of the Saundarananda of Agvaghosa 
quoted above, p. 4. 

3. Jacobi (p. 334, ZDMG. vol. 57,I903) remarks that for adhyaksyena, 
Gdhyaksyena or adhyaksena should be read, He translates: “ .., erscheint das ganze 
weltliche Treiben ganz deutlich als überwundener Standpunkt, ” The Bélapriya takes 
nyaksena to mean “ entirely " ( kartsnyena ), but we do not believe it has that meaning. 
Surely it means “ despised " (Cf. nyakkrta ), literally “looked down upon ” from n$ 
and aksa, 

4, See Gita X, 0 and 4, for this meaning of vibhiti, 
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vairagya ; vairagya is at the base of moksa; and moksa is a means to attain- 
ing the blessed one, as has been principally shown in the Gira, etc.; and thus 
the description of the life of the Pandavas is indirectly’ a means of attaining 
the highest Brahman. By designations such as Vasudeva, etc., is meant 
the highest Brahman, the abode of unlimited power, which is well-known 
in the Gita and other parts (of the Mahabharata)’ under the name of 
Vasudeva (lit. “as denoted by such words as Vasudeva — tadabhidhana- 
yatvena),? the whole of whose essential nature was reflected in the incar- 
nation at Mathura.* This is proved by the fact that the name Vasudeva 
is qualified ( in the quotation from the Mahabharata given above) by the 
adjective * eternal ” ( which could not qualify an individual); and ( further) 
because this appellation is used of other manifestations of Visnu in the Rama- 
yana etc.’ This matter has been decided (nirnita) by the grammarians 
themselves) And so, through the sentence found in the table of contents, 
it is revealed that everything different from the blessed one is ephemeral, and 
thereby it is well-established that looking at the Mahabharata as a Sastra, the 
highest goal of man, namely moksa, is alone intended as the most important 
( of the goals of life ), and looking at it as poetry, santarasa, which is charac- 
terised by the nourishing of the happiness that succeeds the destruction of 
desire,’ is intended as the most important (of all the rasas). Because it is 
the very essence of the whole work, this meaning has been conveyed through 
suggestion, and not directly. For an essential idea, if it is revealed without 
directly stating it in so many Words, carries a far greater beauty. Itis 


l. Paramparaya obviously goes with the preceding series, and thus the danda 
should be removed and placed after paramparayd, 

9. Gitadipradegsu can mean : “ in passages in the Gitd, etc, " 
(of the Mahabharata ) like the Gitá, oto. " 

3, Read tadabhidhanavattvena instead of tadabhidhdnatvena, 

4, Understand wigirupam after माथुरप्रादुर्भावानुकृतसकलस्वरूपम्‌. 

Müthuraprüdurbhava refers to Krsna as an incarnation, being only a part 
( wis) of the highest Brahman, Vasudeva does not refer to this limited individual 
(since qua avatdra he is not eternal), but to the principle lying behind it, To limit 
him to a specific place ( Mathura ) obviously shows that this is only a part, nob the 
amáin or aigin, the whole, 

5. Both Tripathi (p. I349) and the Didhiti ( p. 62I) quoto the following 
vorse from the Ramayana to support Ananda’s statement ; 

यस्येयं वसुधा KET वासुदेवस्य धीमतः। 
महिषी माधवस्थैषा स एव भगवान्‌ TH: ॥ 

6. See Kü$ika on Panini IV, l. Il4. 

n J Trgnáksayasukha is, according to Ananda (see p.390, D. Ai. third Uddyota), 
tthe stháyibháva of Séntarasa, 

8. Svasgabdanivedita is a key concept in Anunda’s system, See above, p. 7-8, 
and also Locana, on p. 598 : gabdasprste nthe ka hrdyaté. See also the discussion in 
( Continued on next page 
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well-known among the assemblies of the cultured and the learned that some- 
thing which is highly prized should be revealed by suggestion and not in so 
many words 

Locana pp. 530-533 : 


अव्यन्तग्रहणेन निरपेक्षभावतया बिप्रलम्भाइाङ्कां परिहरति । वृष्णीनां परस्परक्षयः, 
पाण्डवानामपि महापथक्रेशेनानुचिता विपत्तिः, कृष्णस्यापि व्याधाद्विः्वंस इति sena 
बिरसमेवावसानमिति । मुख्यत्येति | यद्यपि “ धर्मे चार्थे च काम च मोक्षे चे "ep 
तथापि चत्वारश्चकारा एवमाहु:--थद्यपि धर्मार्थकामानां सबस्वं तादङ्नारित यदन्यत्र न विद्यत, 
तथापि परयन्तत्रिरसत्वमंत्रैबावलोक्यताम्‌ | मोक्षे तु यद्रूपं तस्य सारतात्रेव्र विचायेतामिति । 


` 


यथायथेति Ahas यत्नन संपाद्यमानं धर्मार्थकामतत्साधनलक्षणं वस्तु- 
भूततयामिमतमपि । येन येनार्जनरक्षणक्षयादिना प्रकारेण | असारवत्तुच्छेन्धजाळादिवत्‌ | 
विपर्येति । प्रत्युत विपरीतं संपद्यते | आस्तां तस्य खरूपचिन्तत्यर्थः | तेन तेन प्रकारेण 
अत्र लेकतन्त्रे | विरागो जायत इत्यनेन तक्तज्ञानोथितं निर्वेदं शान्तरसस्थायिनं सूचयता 
तस्यैत्र च सर्वेतरासारत्वप्रतिपादनेन प्राधान्यमुक्तम्‌ | 
ननु शङ्गारवीरादिचमत्कारोऽपि तत्र भातीत्याशङ्कयाह- पारमार्थकेति । भोगाभि- 
निवेशिनां लोकबासनाविष्टानामङ्गमतेऽपि रसे तथाभिमानः, यथा शरीरे प्रमातृत्वाभिमानः 
ग्रमातुर्भोगायतनमात्रेऽपि | ef | परमेश्वरभक्त्युपकरणेषु तु न दोष इत्यर्थ: | 
विभूतिषु रागिणो गुणेषु च निविष्टवियों मा भूतेति संबंधः | अग्र इति | अनुक्रमण्यनन्तरं 
यो भारतम्रन्थः तत्रेत्यर्थः | ननु वसुदेवापत्यं वासुदेव FARA, न परमेश्वरः परमात्मा 
महादेव इत्याराङ्कयाह — वासुदेवा दिसंत्ञाभिधेयत्वेनेति | 
बहूनां जन्मनामन्ते ज्ञानवान्‌ मां प्रपद्यते | 
वासुदेवः सम्‌ 
इत्यादौ अंशिरूपमेतत्सज्ञाभियेयमिति निर्णीतं तात्पर्यम्‌। निर्णीतश्चेति । शब्दा हि नित्या 
एव सन्तोऽनन्तरं काकताळीयत्रशात्तथा संकेतिता इत्युक्तम्‌ --“ ऋष्यन्धकवृष्णिकुरुम्यश्व ” 
इत्यत्र | 


Continued from previous page ) 

the first Uddyota, pp. 78-83 ( Balapriya ed. ). Of. also D. Al, p. 78; 245; 248. Locana, 
p. 525; 528. For a devastating criticism of Udbhata LV. 8, see Kuntaka's Vakrokti- 
jivita, IIL. 37 ( p. 59, De's ed, ). Contrary to the general view, Ananda did not hold 
that the vyabhicaribhdvas can be directly expressed, See M, V. Patwardhan and J. L. 
Masson: “Solution to a Long-confused Issue in the Dhvanyáloka", soon to appear, in B, 
S. 0. A. S. For a fuller treatment of the issues involved in svasabdavdcya,see J, Masson, 
 Svagabdaniveditatva - Telling, not Conveying”, to appear in J, O, L, Baroda, 
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शास्रनय इति। तत्राखादयोगाभावे पुरुषणार्थ्यत इत्ययमेव व्यपदेशाः सादरः, 
चमत्कारयोगे तु रसव्यपदेश इति भावः। एतच्च ग्रन्थकारेण ace त्रितत्योक्तमिह तवस्य 
न मुख्योऽवसर इति नास्माभिस्तदर्शितम | सुतरामेव्ेति यदुक्तं तत्र हेतुमाह - ग्रसति द्विश्चेति। 
चाव्दं यस्मादर्थे | यत इयं लौकिकी प्रसिद्विरनादिस्ततो भगवद्रबासप्रभ्रतीनामप्ययमेवा- 
खशब्दाभिधान आशयः, अन्यथा हि क्रियाकारकसंबन्धादौ “नारायणं नमस्कृत्ये'त्यादि- 
शब्दाथनिरूपण च तथाविध एवं तस्य भगवत आशय इल्यत्र कि प्रमाणमिति भाव; | 
विद्ग्धविद्वद्ग्रहणेन काव्यनथे Maat इति चानुसृतम्‌ | 


TRANSLATION OF THE Locana : 

The word atyanta (in the expression sitatyantaviyoga), since it shows 
that they have no hope of meeting, indicates that this is ( karuna and ) not 
vipralambha ( Srigara).' The mutual destruction of the Vrsnis, the end of 
the Pandavas by experiencing undeserved troubles on their great journey 
(north, to death ), and Krsna’s destruction by a hunter show that everybody’s 
end was pathetic. MUKHYATAYA. Although it has been said: “ And in 
dharma, and in artha, and in kama, and in moksa,”* nonetheless the four 
“ands” amount to this, that although the essence of dharma, artha and 
kama (as described in the Mahabharata) can be found elsewhere (i. e. in 
works other than Mahabharata), nonetheless, the fact that they ultimately 
come to a pathetic end is to be found here only. But the paramount 
importance ( saratà ) of the nature of moksa ( mokse yad rüpam tasya ) can be 
seen only here (in the Mahabharata). YA THA YATHA. ( Tantryamana means) 
that which people tend towards, i. e. what is sought by them ( sampadyamana) 
with effort. This refers to dharma, artha, and kama, and the means leading 
to them, though people consider them to be real (and essential ). YATHA 
YATHA means ( the goals and their means ) characterised by the working for 
their acquisition and for their protection ( once they are obtained ) and ( finally ) 
by (their) destruction. Asāravat means like an insubstantial magic show. 
Viparyeti means :* on the contrary they turn out the opposite ( of what we 
had hoped for), so there is no question of their being regarded as real 
and abiding. Tathà tatha means ( the goals and their means ) characterised by 
(acquisition, protection and eventual destruction ). VIRAGO JAYATE. This 


l. This is a fundamental distinction that goes back to the NS. VI, under 
verse 50, p. 3I0 G. O. 8. ( Isted. ). The point is that in vipralambha there is some 
hope of being reunited (sdpeksabhava ), but in karuna there is none (nirapeksa- 
bhava), For the actual passage, see above, p. 82. 

2. This verse has been omitted from the critical ed. of the M. Bh, One 
wonders whether Sukthankar had seen it, Will his critical principles permit him to 
omit from the text a verse vouchsafed by as old an authority as Abhinavagupta ? 

3, Remove the danda after sampadyate on p. 530, 
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suggests the sthayi (bhava) of Santarasa, i.e. nirveda (“° world-weariness” ), 
which arises from knowledge of the truth (tattvajiiana).' And its? (namely Santa- 
rasa’s) supreme importance is suggested ( ukta ) by demonstrating that all the 
other goals of human life are insubstantial. Objection : * In the Mahabharata, 
$rngara, vira, etc., are charming as well." Anticipating this doubt he says: 
PARAMARTHIKA. Although these other rasas are subsidiary ( añgabhuta ), 
yet people who are exclusively interested in pleasures and who are overcome 
by worldly desires think of them as predominant, just as (foolish people) 
think of this body as the cognising Self, although it is merely an instrument 
(ayatana) for the enjoyment (of pleasures) by the conscious Self. KEVALESU. 
There is no harm (in fixing one's thoughts on virtues) helfpul to one's 
devotion to the highest God, The construction is this: don't have your minds 
attached to worldly goods, and exclusively interested (even) in worldly 
virtues. AGRE. In the text of the Mahabharata, right after the Anukramani, 
Objection: ‘Surely Vasudeva is used in the sense of the son of Vasudeva, 
and not in the sense of the highest Lord, the Atman, the supereme 
God." Anticipating this doubt he says: VASUDEVADISAMJNABHIDHE- 
YATVENA. 


“ At the end of many births, the wise man reaches me, (thinking 
that) Vasudeva is everything.” 


(In) this and other ( passages like it) the final meaning ( tatparya) 
(of the word Vasudeva) has been established to be the whole (truth, the 
highest Brahman ), which is the content ( abhidheya ) of that designation (i.e. 
Vasudeva ). 


NIRNITAS CA. In discussing (the Sutra of Panini): ५ rsyandhaka- 
vrsnikurubhyas ca”, it has been said that words (i.e. names of individuals) 
are really eternal, but are assigned conventional meanings (in the form of 
particular individuals ) only by accident.* SASTRANAYE. The designation 
of purusartha (in general) is appropriate (for the subjectmatter of the 


l. According to what Abhinava says, tattvajfíána would have to be regard” 
ed as a vibháva (i. e, an uddipanavibhava ) of Santa, This is precisely the opposite 
of what he says in the Abhinavabhdrati ( p. 06, Raghavan's text): कि च निर्वेदो नाम 
सर्वत्रानुपांदेयताप्रत्ययो वैराग्यलक्षणः, स च तत्त्वज्ञानस्य प्रत्युतोषयोगी, where it is nirveda that 
must be regarded as an vddipanavibhára of Santa, with tattvajfiána as the sthayibhava, 
It is a strange contradiction for which there seems to be no plausible explanation, 


2. Tasya would seem to mean $üntarasasya ( which is how the Bélapriya 
' takes it). 


3, Gita, VIL l9. The rest of the verse is : 
इति स महात्मा सुदुर्लभः। 
4. See Kasikdvrtti on Panini, IV, I, l44, 
xvi 


wr 
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Mahabharata ), in the sense of that which is sought after by men, there 
being no question of aesthetic pleasure.’ But the designation of rasa (in 
general) is appropriate (for the subject matter of the Mahabharata) from 
the point of view of aesthetic delight. This is what is meant. This has been 
dealt with in detail by Anandavardhana in his book the Tattvaloka.? Since it 
is not the main subject here, we have not gone into the problem. 


He now explains the reason for saying “ far greater beauty.” 
PRASIDDHIS CA. The word ca is used in the sense of “since”. As this 
matter is well-known in the world since beginningless time, therefore, in not 
saying directly ( that moksa and rasa are the subjects of supreme importance 
in the Mahabharata ) the intention of the revered Vyasa and others must have 
been just that (i. 6. they did not use direct words because this is not the 
practice in assemblies of the wise ). For? otherwise in regard to the rela- 
tions of actions and the senses conveyed by the various case-endings, etc., 
while explaining the meanings of the words ina stanza like “Paying my 
homage to Narayana etc." (the first verse of the Mahabharata), what 
evidence is there to show that Vyasa had the same intention (as the one 
which is in conformity with Jokaprasiddhi)? This is what he means. The 
words “cultured and learned” correspond to the method of poetry 
( kavyanaya ) and the method of philosophy ( sastranaya ) respectively. 


l. Understand sati after ásvádayogabhüve, 

2, There are two references to the Tattrdloka of Anandavardhana in tbe 
.Locana : this one, and another on p. 67 in the first Uddyota. Unfortunately this 
work is lost to us, It would have been unique, for nowhere has the relationship 
between 866076 and kávya been discussed in Indian philosophy. Obviously Ananda 
(like Abhinava) with his interest in both fields would have been an ideal person to 
write about this question. One wonders whether his idea of the Mahabharata as both 
a gastra and a kāvya did notinspire the book and if this was not one of the most 
important works discussed, Note that here, as elsewhere, Ananda is interested in 
things that seem to have passed unnoticed before among his fellow Indians, If 
Abhinava really did comment on the Yogavàsistha, and if Ananda is really quoted 
therein ( see above, p.29), then it is possible that the Yogavásisfha was inspired by 
Ananda's lost Tattvaloka, 

h 3. This line anyathā hi kriyükürakasambandhádanu, etc., involves a rather 
complex point, Here is the what Abhinava means : 

Vyasa has made use of countless sentences in the M. Bh. in describing the main 
events in the story, the various episodes and incidents introduced from time to 
time, and in discourses on various worldly and philosophical topics. He has also 

` commenced the M. Bh. with the verse nürüyatam namaskrtya, otc., which is a 
sentence. Now a sentence is nothing but a combination of an action (kriyd) 
with various efficient causal factors or relations ( karakas) (such as kart, karma, 
karana, etc, ) A sentence is the relation between an action and its various contri- 
butory factors( kriyakàrakasambandhàádau vàkye ); and this action and its various causal 
factors are displayed in a sentence according to well-known and generally accepted 

( Continued on next page 


ABHINAVA'S PHILOSOPHY OF AESTHETIOS 


Abhinavabharati 
शान्तरसप्रकरणम्‌ | 
ये पुनर्नव रसा इति पठन्ति, तन्मते शान्तखरूपमभिधीयते। तत्र केचिदाहुः- 
शान्तः शमस्थायिभावात्मकः तपस्यायोगिसंपर्कादिभिः विभावैरुत्पद्यते | तस्य कामक्रोधा- 
द्भावरूपैरनुभावैरभिनय: | व्यभिचारी धृतिमतिप्रश्रतिरिति ॥ 
एतदपरे न सहन्ते, शमशान्तयोः पर्यायत्वात्‌ , एकान्नपञ्चाशद्भाबा इति संख्या- 
त्यागात्‌। किंच विभावा ऋतुमाल्यादयः तत्समनन्तरभाविनि श्वङ्गारादावनुसंत्रीयन्त इति 
quu तपोडध्ययनादयस्तु न शान्तस्य समनन्तरहेतव: | तत्त्वज्ञानस्य अनन्तरहेतव इति 
चेत्‌ पूर्वोदिततत्तज्ञानेऽपि तर्हि प्रयोज्यतेति तपोडव्ययनादीनां विभावता लक्ता स्यात्‌ । 
कामाद्यभावो5पि नानुभावः, शान्ताद्विपक्षादव्यावृत्तेः, अगमकत्वात्‌ , प्रयोगासमवायेत्वाच ; 
न हि चेष्टाब्युपरमः प्रयोगयोग्यः | सुप्तमोहादयो$पि हि निःश्वासोच्छासपतनभूझयना- 
दिभिः चेष्टाभिरेवानुभाव्यन्ते । धृतिम्र्रतिरपि प्राप्तविषयोपरागः कथं शान्ते स्यात्‌ । 
न चाकिंचित्करत्वमात्रेण TAA व्युत्पाद्यन्ते विनेयाः | नेते परदुःखदुःखितमनसो 
दृश्यन्ते सम्यग्दर्शनसमावस्थां प्राप्ताः, अपि तु संसारे। तन्न शान्तो रस इति | 


अत्रोच्यते--यथा इह तावत्‌ धर्मादित्रितयम्‌ , एवे मोक्षोऽपि पुरुषार्थः aay 
स्मृतीतिहासादिषु च प्राधान्येनोपायतो व्युत्पाद्यत इति सुप्रसिद्धम्‌ | यथा च कामादिषु 


Continued from previous page ) 

rules and conventions of syntax, which are as old as time (i, e. practically beginning- 
less), And Vyasa and other sages (like Valmiki ) have strictly adhered to these well- 
known and generally accepted rules of sentence-structure ( or syntax). In explaining 
the various syntactical relations in the sentences inthe M. Bh, and other works and 
in explaining the meaning of the stanza ndréyanam namaskriya, eto., we take it for 
granted that in constructing these sentences, Vyasa has strictly followed the 
generally accepted principles, and we proceed on jthis assumption atthe time of 
reading the sentences in the M. Bh, and understanding their sense; and we have the 
satisfaction of having understood exactly what Vyasa intended to convey, 
Thus, if we take it for granted that Vyasa and others have followed the well-known 
and generally accepted (lokaprasiddha) laws of sentence-structure (as laid down 
by grammarians ), we must also take it for granted that Vyasa has also followed the 
well-known principle, generally accepted in circles of refined critics and scholars 
(vidagdhavidvatparisatsu), namely that a matter close to the heart (i. e. a matter of 
primary importance) should be conveyed by suggestion and not by direct expression 
(and that comparatively unimportant matters should be expressed directly), If 
Vyasa and others have followed /aukikaprasiddhi in the matter of sentence-structure, 
then we can safely assume that they must have followed vidagdhavidvatparisat- 
prasiddhi in tho mattor of conveying abhimatataravastu (i, o. a pradhdnavastu) by 
suggestion ( and an apradhanavastu by direct expression ), 
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समुचिताश्चित्तदृत्तयो रत्यादिशब्दवाच्याः कविनटव्यापारेण आखादयोग्यताम्रापणद्वारेण 
तथाविधह्ृदयसंतरादवतः सामाजिकान्‌ प्रति रसं झाङ्गारांदितया नीयन्ते, तथा मोक्षामिधान- 
परमपुरुषार्थोचिता Faas: किमिति wa नानीयत इति वक्तव्यम्‌। या तासौ 
तथामूता Raa: सैवात्र स्थायिभावः | एतत्तु चिन्त्यम्‌ — किंनामासौ १ तत्त्वज्ञानो- 
स्थितो निर्वेद इति केचित्‌। तथा f&— दारिद्रयादिग्रभवो यो निर्वेदः ततोऽन्य एव, 
हेतोस्ततरजञानस्म Aes, | स्थायिसंचारिमिव्ये चैतदधमेतरायं पठितः, अन्यथा माङ्गलिको 
मुनिः तथा न पठेत्‌। GTA च व्यमिचारिलेन wet निषेधन्‌ मुनिभीवानां सवषामेव 
श्यायिलसंचारिचित्तजत्वानुभावलानि योग्यतोपनिपतितानि शब्दार्थबळाकृष्टानि AJ- 
जानाति | तचन्ञानजश्च निर्वेद: स्थाय्यन्तरोपमर्दकः | भाववैचित्र्यसहिष्णुम्यो रत्यादिम्यों 
य; परमः स्थायिशीळः, स एवं किळ साय्यन्तराणासुपमर्दकः | 

; इदमपि पर्यनुयुज्ञते-तत्वज्ञानजो Raise स्थायीति वदता तत्त्वज्ञानमेवात्र 
उक्तं स्यात्‌ । वैराग्यसबीजादिषु कथं विभावत्वम ¦ तदुपायादिति चेत्‌ कारणकारणिऽयं 
विभावताब्यवहारः, स चातिग्रसङ्गावहः | किंच निर्वेदो नाम सत्रानुपादेयताप्रत्ययो वैराग्य- 
छक्षणः, स च तत्त्वज्ञानस्य प्रत्युतोपयोगी | विरक्तो हि तथा प्रयतते, यथास्य तत्त्वज्ञान- 
qud; तक्तज्ञानाद्धि मोक्षः, न तु qe ज्ञाता faa, Faas मोक्ष इति। RA, 
प्रकृतिळ्यः' इति हि तत्रभवन्तः। ननु तत्ज्ञानिनः सर्वत्र दृढतरं वैराग्यं इष्टम्‌ | तत्रभव- 
द्विरुक्तम्‌ “तत्पर पुरुषख्याते्गुणवेतृष्णयम्‌ ? इति) wach; ° duet तु "ue ज्ञानस्यैव 
परा काष्टा ? इति मुजङ्गविमुनेव भगवताभ्यधायि | ततश्च तच्वज्ञानमेवेदं तत्वज्ञानमाळया 
परिपोष्यमाणमिति न निवेद स्थायी; किंतु तत्त्वज्ञानमेव स्थायी भवेत्‌ । यत्तु em 
व्याख्यानावसरे वक्ष्यते तद्चिरकाळविभ्रमविप्रळन्धस्योपादेयत्वनिृत्तये यत्सम्यग्ज्ञानमू , यथा- 

बृथा दुग्धोऽनड्वान्‌ स्तनभरनता गौरिति परं 
परिष्वक्तः पण्डो युवतिरिति ळावण्यरहित; | 
कृता बैदूर्याशा विकचकिरणे काचशकछे 
मया मूढेन त्वां कृपणमगुणज्ञ प्रणमता |l 
इति तनिर्वेदस्य aeger विभावत्वेन; एतञ्च doa वक्ष्यामः | 


ननु मिथ्याज्ञानमूलो बिषयगन्धः तत्तज्ञानात्‌ प्रशाम्यतीति दुःखजन्मसूत्रेण अक्षः 
पादपांदैः भगवद्भिः मिथ्याज्ञानापचयकारणं तज्ञानं बेराग्धस्य दोषापायळक्षणस्य कारणः 
मुक्तम्‌। ननु ततः किम्‌ £ ननु वैराग्य fz; m एवमाह ? निर्वेदा हि शोकप्रवाह- 
प्रसररूपश्वित्तत्रत्तिविशेष: । वेराम्यं तु रागादीनां maq: | भवतु वा बेराग्यमेव निर्वेद:॥ 
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तथापि तस्य स्त्रकारणवशात्‌ मध्यभाविनोडपि न मोक्षे साध्ये सूत्रस्थानीयता प्रत्यपादि 
आचार्येण। किंच तक्तज्ञानोत्यितो निर्वेद इति aaa निर्वेदनाम कृतं स्यात्‌ । 
झमरान्तयो; Walaa तु हासहास्याम्यां व्याख्यातम्‌; सिद्वसाध्यतया, छौकिकालैकिकक्रेन, 
साधारणासाधारणतया च वेछक्षण्यं झामझान्तयोरपि सुळभमेव | तस्मान्न निर्वेदः स्थायीति | 


अन्ये मन्यन्ते रत्यादय एवाष्टौ चित्तवृत्तिविशेषा Sar: | त एत्र कथितविभात्रविविक्त- 

श्रतायल्लीकिकीवमार्वाविशेषसंश्रया: विचित्रा एव तात्‌ | ततश्च तन्मध्यादेव अन्यतमोऽत्र 
स्थायी। तत्र अनाहतानन्दमय्त्रात्मविषया रतिरेव मोक्षसाधनमिति, सेव शान्ते स्थायिनीति | 
यथोक्तम्‌ — 

यश्चात्मरतिरेव स्यात्‌ आत्मतृप्तश्च मानवः | 

आममन्येव च संतुष्टः तस्य काये न विद्यते d 
इति | एवं समस्तविषयं md पश्यतः, विश्वं च शोच्यं विलोकयतः, सांसारिकं च 
बृत्तान्तम्‌ अपकारित्वेन पयतः, सातिरायमसंमोहप्रधानं वीर्यम्‌ आश्रितवतः, सर्वस्मात 
विषयसार्थादू बिभ्यतः, सवळोकरपृहणीयादपि प्रमदादेः जुगुप्समानस्य, अपूर्वस्वात्मातिशय- 
छामात्‌ विस्पयमानस्य मोक्षसिद्विरिति रतिहासादीनां विस्मयान्तानाम्‌ अन्यतमरय स्थायित्वं 


निरूपणीयम्‌ | न चेतन्मुनेर्न संमतम्‌ p urea हि विशिष्टान्‌ भावान्‌ परिगणयति रत्यादि- 
शाब्देन चशब्देन च तत्प्रकारानेव अन्यान्‌ संगृहीते, ताबदेव तद्वयतिरित्तालैकिकहेतपनतानां 
रत्यादीनामनुजानात्ये् अपवर्गविषयत्वम्‌ | एवंवादिनां तु परस्परमेव विशारयताम्‌ एकस्य 
स्थायित्वं विशीर्यत एव । तदुपायभेदात्‌ तस्य तस्य स्थायित्वमिल्यप्युच्यमानं प्रत्युक्तमेव | 
स्थायिभेदेन प्रतिपुरुषं रसस्याप्यानन्त्यापत्तेः | मोक्षिकहेतुत्वाद्‌ एको रस इति चेत्‌, qim. 
Fea वीररौद्रयोरप्येकत्वं स्यात्‌ | 


अन्ये तु पानकरसत्रदविमागं प्राप्ताः सत्रे एव रत्यादयोऽत्र स्थायिन इत्याहुः | 
चित्तबृत्तीनामयुगपद्भात्रात्‌, अन्योन्यं च विरोधाद्‌ एतदपि wm 

Rea स्थायी £ उच्यते इह तत्त्वज्ञानमेव तात्रन्मोक्षसाधनमिति तस्यैव मोक्षे 
स्थायिता युक्ता | तत्ज्ञानं च नामाम्मज्ञानमेत्र। आत्मनश्च व्यतिरिक्तस्य विषयस्थेव ज्ञानम्‌; 
परो Aa अनात्मेव स्यात्‌ । dead चेतदस्मदगुरुमिः | अस्माभिश्चान्यत्र वितन्यत 
इति इह नातिनिर्बन्धः कृतः | तेन onda ज्ञानानन्दादित्रिछुद्धधर्मयोगी परिकल्पितविषयो- 
पभोगरहितोऽत्र स्थायी | न चास्य स्थायितया स्थायित्वे वचनीयम्‌ | रत्यादयो हि तत्तत्का- 
रणान्तरोदयप्रळयोत्पयमाननिरुध्यमानवृत्तयः कंचित्‌ कालम्‌ आपेक्षिकताया स्थायिरूपात्म- 


ll6 Fata 


भित्तिसंश्रयाः सन्तः स्थायिन इति उच्यन्ते । तत्तज्ञानं तु सकळभावान्तरमित्तिस्थानीयं 
genes: स्थायितमं सर्वा रत्याद्रिकाः चित्तवृत्ती: व्यभिचारीभावयन्‌ निसगत एव 
सिद्धस्थायिभावमिति तन्न वचनीयम्‌। अत एव gamer गणना न युक्ता। न हि खण्ड- 
मुण्डयोमथ्ये तृतीयं गोत्वमिति गण्यते | तेन एकान्नपञ्चादाद्भावा इत्यव्याहतमेव | अस्यापि 
कथं न प्रथगगणनेति Aa. ga आस्वादायोगादिति sue | न हि रत्यादय इवेतरासंपृक्तेन 
aga तथाविधमात्मरूपं ळौकिकग्रतीतिगोचरः | खगतमपिं अत्रिकपरूपं वयुत्थानावसरेऽलु- 
संघीयमानं चित्तवृत्यन्तरकळुषमवावभाति | 

भासतां वा छोके तथा। तथापि न संभवन्मात्रस्थायिनां गणनम्‌, रसेषूक्तेषु 
अनुपयोगात्‌ ; अपि तु व्यमिचारित्विन saved विज्ञायते, नेतरथा। तथा ह्येकान्नपञ्चा- 
शद्भावैरिति एतस्रधद्र्कोपपत्तिः | न चास्यात्मखभावस्य व्यभिचारित्वम्‌; असंभवात्‌; 
अवैचित्रयावहत्वात्‌ , अनौचिध्याच्च | शम आत्मखभावः; स शमशब्देन सुनिना व्यपदिष्टः | 
यदि तु स एवं शमशब्देन व्यपदिइ्यते, निर्वेदशब्देन वा, तन्न कश्चिद्वाधः | केवळं 
manaa MAS दारिद्रचादित्रिभावान्तरोव्थितनिवेदतुस्यजातीयः स॒ भवति | 
तज्जातीय एव हेतुभेदे5पि cease रतिभयादिरिवि | तदिदमात्मखरूपमेत्र तज्ञानं 
शमः, तथा च यत्काळ्ष्योपरागत्रिशेषा एवात्मनो रत्यादयः, तदनुगमेऽपि Bars रूपम 
अब्यवधानसमाधिबलादू अधिगम्य, व्युत्यानेऽपि प्रशान्तता भवति | यथोक्तम्‌  प्रशान्तवा- 
हितासंस्कारात्‌? इति | तव्वज्ञानङक्षणस्य च स्थायिनः समस्तोऽयं छौकिकालौकिक- 
चित्तवृत्तिकलापो व्यभिचारितामम्येति । तदनुभावा एव च यमनियमाद्युपकृता अनुभावाः 
उपाङ्गामिनयाचध्यायत्रये च ये खभावाभिनया वक्ष्यन्ते | अत एते एतद्विषया एवं । अयमेव 
हि खभावः | विभावा अपि परमेश्वरानुप्रहप्रभृतयः, प्रक्षयोन्मुखाश्व रत्यादयोऽत्राखादाः | 
केवळं यथा विप्रलम्भे औत्सुक्य, संभोगेऽपि वा 'ग्रेमासमाप्तोत्सत्रम्‌' इति, यथा 
च रौद्रे doom, यथा च करुणवीरभयानकाद्मुतेषु निर्वेदधृतित्रासहर्षा: व्यभिचा- 
रिणोऽपि प्राधान्येन अवभासन्ते, तथा शान्ते जुगुप्सायाः सयैव रागग्रतिपक्षत्वात्‌ | तथा हि 
महाव्रते नुकपाळादिधारणम्‌, अझुमार्यादिसमुदायादिविस्तारसंक्षेपातिकमीक्ृतिर्हि धर्म (१) | 
grag निजाम्यञ्जनं च देवरात्‌ पुत्रजन्मनि उपदिष्टम्‌ । सात्मनि च 
कृतकृत्यस्य परार्यधटनायामेरो्म इति उत्साहोऽस्य परोपकारविषयेच्छाप्रयत्नरूपो 
दथापरपर्यायोऽभ्यविकोऽन्तरङ्गः | अत एव एतद्ववमिचारिबळात्‌ केचिद्‌ दयावीरत्वेन 
ब्यपदिशन्ति, अन्ये धर्मवीरत्वेन | 
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ननूत्साहो 5हंकारप्राण: शान्तस्वहंकारदौयिल्यामकः | व्यभिचारित्वं हि विरुद्ध- 
स्यापि न नोचितम्‌, रताविव निर्वेदादेः | ‘ae een? इत्यादौ हि परोपकार- 
करणे द्युत्साहस्येव प्रकषी छक्ष्यत | न तु उत्साहहून्या काचिदप्यवस्था; इच्छाप्रयत्नव्य- 
तिरेकेण पाषाणतापत्तः। यत एव च परिदृष्टपरावरवेन खात्मोदेशन कर्तब्यान्तर नाव- 
शिष्यते | अत एवं शान्तहृदयानां परोपकाराय शरीरसबखादिदान न शान्तविरोधि | 
“ आत्मानं गोपायेत्‌ ! इत्यादिना ह्यकृतकृर्त्यीविषये शरीररक्षणमुपादिस्यते, संन्यासिनां 
तद्रक्षादितात्र्यामावात्‌ | तथा R- 


धर्मा्थकाममोक्षाणां प्राणाः संस्थितिहेतवः | 
afaa कि न हतं रक्षता किं न रक्षितम्‌ | 


इति सुप्रसिद्गचतु्गसाधकत्वमेव देहरक्षाया निदानं दितम्‌ | कृतकृत्यस्य sos श्वभ्र 
वा पतेदिति daa श्रत्रणात्‌। तद्यथाकथांचित्‌ त्याज्यं cn] यदि परार्थं त्यज्यते 
तत्‌ किमिव न संपादितं भवति 2 जीमूतवाहनादीनां न यतित्वमिति चेत्‌, किं तेन नः ? 
TA तावदवऱ्यमास्त | अन्यथा देहात्ममानिनां देह एव सर्वस्व॒भूते धर्मा्नुदेशेन 
परार्थे त्यागस्य असंमाव्यत्वात्‌ । युद्रेऽपि हि न वीरस्य देहत्यागायोद्ममः, quasi 
प्रवृत्त: wear शभतरदेहान्तरसंपिपादयिषैाधिकं विज॒म्भते | तत्‌ स्वाथीनुद्देशन 
Rae Farad देहत्यागपर्यन्तमुपदेशदानादि तत्तदरूब्धात्मतक्तज्ञानानामसंभाव्य- 
मेवेति | तेऽपि तत्त्वज्ञानिन: । ज्ञानिनां सर्वाश्रमेषु मुक्तिरिति स्म्रतिषु रतिषु च | यथोक्तम्‌ 

“ देवार्चनरतस्तत्त्वज्ञाननिष्टा : तिथिप्रियः | 

श्राद्धे कृवा aua दरव्यं गृहस्थोऽपि हि मुच्यते ||? 


इति | Fae परार्थाभिसंधिजात्‌ धर्मात परोपकारामकफळ्वेनैव अभिसंहितात पुनरपि 
देहस्य तदुचितस्थेव प्रादुर्भावो बोधिसत्तादीनां तत्तवज्ञानिनामपि | 


ze: अङ्गेष्वपि विश्रान्तिलामः, खमावौचित्यात्‌, यथा रामस्य dig पितुराज्ञां 
पाळ्यतः | एवं TARR aT मन्तव्यम्‌ | अत एव झान्तस्य स्थायित्वेऽपि अम्राधान्यम्‌ | 
जीमूतवाहन त्रिवर्गसंपत्तरेव परोपकृतिप्रधानाया: फळवात्‌। अनेनैवाशयेन नाटकलक्षणे 
वक्ष्यते ‹ ऋद्विविछासादिभिगुणे; ? इति | अनेन हि ऋद्विविलासप्रधानमर्थकामोत्तरं ui 
चरितं सकळलोकढृदयसंत्रादसुन्दरप्रयोजनं नाटके निवेशयितब्यमित्युक्तम | एतच्च ada 
videare: | अनेनैव चाशयेन न शान्ते कश्चन मुनिना जाव्यंशको विनियोक्ष्यत । तेन 
जात्यंशबिनियोगामावात्‌ तदसन्मिति प्रत्युक्तम्‌ | 


शान्तरस 


अन्ये तु जीमूतवाहन; * कस्ते पुत्र त्राता भविष्यति? इति शरणार्थिनीं बृद्धामेब 
त्रातवान्‌ | ाक्तिश्चास्य न काचित्‌ | परहिंसा च न काचिदित्येवमाहुः । तचानुमतमेव ; 
न हि बोधिसत्त्वानां पुनः अभ्युत्यानात्मकजीवितमभिसंधानानुम्रबिष्टं झक्तिश्चदिति | न च | 
काकताळीयबृत््या शाखरमुपदिशति | तत्‌ सिद्धं दयाळक्षणो ह्युत्साहो5त्र प्रधानम्‌ | 

अन्ये तु ब्यमिचारिणो यथायोगं भवन्तीति | यथोक्तम्‌ “तच्छिद्वेषु प्रल्ययान्तराणि 
संस्कारेभ्यः ? इति | अत एव निश्चेष्टत्वादनुभावाभाव इति प्रयुक्तम्‌ | यदा तु पर्यन्त भूमि- 
कालामेऽनुमात्रामात्रः, तदास्य अप्रयोज्यत्वम्‌, रतिशोकादावपि पर्यन्तदशायाम्‌ अप्रयोगरय 
युक्तत्वात्‌ ॥ 

हृदयसेवादोऽपि तथाविधतच्चन्ञानबीजसंर्कारमावितानां wea; यद्वक्ष्यति ' मोक्ष 
चापि विरागिणः? इति | सर्वस्य न gia हृदयसंवादः, भयानके वीरप्रकृतरभावात्‌ | ननु 
तादृशि प्रयोगे वीरस्य क आस्वादः | उच्यत यत्रायं निबध्यते, तत्रावसं gend. 
गिनि श्रृङ्गारवीरा्न्यतममस्त्ये्र | तनििष्टस्तेषामाखादः। यत्रापि प्रहसनादौ हास्योदेः 
प्रधानता तत्रप्यनुनिष्पादिरसान्तरनिष्ठ एवाखादः | भिनभिनाधिकार्याखादोदेश एवं रूपक- 


भेदचिन्तने निमित्तमिति केचित्‌ | 


तस्मादस्ति शान्तो रसः। तथा च चिरंतनपुस्तकेषु ¦ स्थायिभावान्‌ रसत्वमुपने- 

ष्याम: ' इघ्यनन्तरं झान्तो नाम शामस्थायिभावात्मक इत्यादि झान्तङक्षणं पठ्चते | तत्र 
सर्वरसानां झान्तग्राय एवास्रादः, व्रिषयेम्यो विपरिवृत्त्या । तन्मुख्यताळाभः केवळं वासना- 
न्तरोपहित इति । अत्र सर्वप्रकृतित्वाभिधानाय पूर्वममिधानम्‌ | छोके च पृथक्‌ प्रथक्‌ सामा- 
न्यस्य न गणनमिति enema पृथङ्‌ नोक्तः | सामान्यमपि तु विवेचकेन पृथगेव गणनी- 
यमिति वितेचकामिमतसामाजिकास्त्रादछक्नणप्रतीतिविषयतया स पृथग्भूत एव | इतिहास | 
पुराणाभिधानकोशादौ च नव रसाः ue, श्रीमत्सिद्वान्तशास्रेप्वपि | तथा चोक्तम्‌ 

' अष्टानामिह देवानां agit प्रदर्शयेत्‌ | 

मध्ये च देवदेवस्य शान्तं रूपं प्रदरीयेत्‌ ii 
तस्य च वेराग्यसंसारभीरुतादयो विभावाः | स हि तैरुपनिबद्वविज्ञायते | मोक्षशा्रिम्ता- 
दयोऽनुमाब्राः | निर्वेदमतिस्मृतिधृत्यादयो व्यभिचारिणः | अत एव इश्वरप्रणिधान विषये 
भक्तिश्रद्वे स्प्रतिमतित्॒युत्साहानुग्रविष्टेऽन्ययैवाङ्गमिति न तयोः पशथग्रसत्वेन miqa अत्र 
संप्रहकारिका-- 
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मोक्षाध्यात्मनिमित्तस्तलज्ञानार्यहेतुसंयुक्त: | 
निःश्रेयसधर्मयुतः शान्तरसो नाम विज्ञेयः || 
विभावस्थाय्यनुभावयोग: sure विशेषणत्रयेण दर्शितः | 
: vi स्वं निमित्तमादाय शान्तादत्मते रसः | 
पुनर्निमित्तापाय तु शान्त एव प्रलीयते || 
इत्यांदिना रसान्तरप्रकृतित्वमुपसंद्दतम्‌ | 
यत्त RÀ हास्यशवङ्गारपरिहारेण waa च वक्ष्यते, तत्रायं भावः | * दीप्तरस- 
काव्ययोनिः ' इति भाविना छक्षणेन रौद्रग्रधाने तावडिमे तद्विरुद्धस्य mae संभावनेव 
न, किं निषेधेन | शान्तासम्भवे तु दीप्तरसकाव्ययोनिरित्येतेन किं व्यवच्छेद्यम्‌ ¦ शवङ्गाहास्यवरजं 
पड़सयुक्त इति द्युक्ते तत्र प्रसङ्गः | ननु करुणबीभत्सभयानकप्राधान्यमनेन पादेन व्यवच्छेद्यत | 
नैतत्‌ , सात्तत्यारभटीवृत्तिसंपन इत्यनेनेव तन्निरासात्‌ | शान्ते तु ure वृत्तिरेति न 
तदवयवच्छेदकमेवैतत्‌ | तेन डिमकक्षणं प्रत्युत शान्तरसस्य सद्भावे लिङ्गम्‌ | अ्रज्जारस्तु 
प्रसभसेव्यमान; संभाव्य एव | तदङ्गं च हास्य इति तयोरेव प्रतिषेधः कृतः, प्राप्तत्वात्‌ | 
सर्वसाम्याच्च विशषषतो वर्णदेवतामिधानमनुचितमप्यस्य तत्कश्पितमिति ज्ञेयम्‌ | 
sene शान्तस्यापि दर्शितेव | सत्वभावो हि हास्यस्सः (7) | विभावत्वेन चास्य वीर- 
बीभत्सो (१) | अत एवास्य रसस्य यमनियमेश्वरप्रणिधानाद्युपदेशः अभिनयोपयोगितया 
mere सर्वप्राधान्यमितिवृत्तव्यापकत्वं चोपपन्नमिति अळमतिप्रसङ्गेन | 
तत्तास्वादो$स्य Fe: £ उच्यते --- उपरागदायिभिः उत्साहरत्यादिभिरुपरक्तं 
यदासखरूपं तदेव विरळोम्मितरत्नान्तराळनिर्भासमानसिततरसूत्रवद्‌ यदाहिततत्खरूपं॑ 
सकलेषु wig उपरज्ञकेपु तथाभावेनापि सकृद्विभातोऽयमात्मेति न्यायेन भासमानं 
पराइमुखतात्मकसकलटु; र्वजाळहीनं परमानन्दळाभसंविदेकत्वन काव्यग्रयोगप्रबन्धाम्यां साधा- 
रणतया निर्मासमानं अन्तर्मुखाबस्थाभेदेन लोकोत्तरानन्दानयनं तथाविधह्ृदयं विधत्त इति । 
एते aaa रसाः, पुमर्थोपयोगित्वेन रञ्जनाधिक्येन वा इयतामेव उपदेदयत्वात्‌ | 
तेन रसान्तरसंभेत्र5पि पार्षदग्रसिद्धया संख्यानियम इति यदन्यैरुक्तं तत्मत्युक्तम्‌ | भावा- 
व्याये चेतदवक्ष्यते | आद्रेतास्थायिकः स्नेहो रस इति खसत्‌ | स्नेहो हबमिषड्ठ: | स॒ च 
सर्वी errs पर्यस्यति | तथा हि बालस्य मातापित्रादो स्नेहः भये विश्रान्तः) 
यूनो मित्रजने रतो, लक्ष्मणादेः श्रातरि स्नेहः धर्मवीर एव | एवं वृद्धस्य gan 
द्ृष्ट्यम्‌ | C4 गर्धस्थायिकस्य लोल्यरसस्य प्रत्याख्याने सरणिर्मन्तव्या, हासे वा रतौ वा 
अन्यत्र पर्यवसानात्‌ | एवं भक्तावपि वाच्यमिति | 
XVII 


शान्तरस 


Translation : 

The? nature of Santa will now be explained according to those who 
follow the reading nava rasah (nine rasas), (instead of the reading astau 
rasak). In this connection some say that Jama is the sthayibhava of santa 
and that it arises from vibhavas such as ascetic practices, association with 
Yogins, etc. It can be represented on the stage by anubhavas such as the 
absence of lust, anger, etc. Its vyabhicaribhavas will be firmness, wisdom, 
etc. Others however do not accept this, because, they say, Sama and Santa 
are synonyms. Nor do they wish to relinquish the figure of 49 bhāvas? 
(that was given by Bharata). Moreover, they say that it is proper for the 
vibhavas such as the seasons, flowers, etc., to be connected with love, etc., 
which arise immediately after these ( vibhavas are apprehended ). But ascetic 
practices, Vedic recitation, etc., do not immediately give rise to santa. Should 


l. The text used here is that given by Dr. V, Raghavan in the revised edition 
of “The Number of Rasas ", published in I967, p. I04 ff, All textual corrections will 
be found in the notes, 

2. The three largest discussions in the Abhinavabharatt are all in the sixth 
chapter of the NS. (All of the seventh chapter of the Abhinavabharati but the very 
beginning has been lost, which is a great misfortune, since Abbinava refers to it fre- 
quently, lt must have been a large and important section of the A. Bh, ). One deals with 
Sagara, the other ( ed. and tr. by Gnoli ) is on the arisal of rasa, and this is the third, 
But Abhinava was to some extent aware that there was something artificial about the 
Sdntarasa section, for he says : ye punar nava rosé iti pathanti, thereby clearly 
suggesting that this was a pathüntara, and not an established part of the text. ( Note 
that on page 83 of the Locana, Abhinava quotes the text of the WS that reads ; ity 
astaw natye rasüh emrtak, which shows that he must have regarded this as a more 
authoritative text ), He uses this same type of expression when discussing the god of 
Santa ( buddha!) and the colour (svaccha). ( See also A.B, p. 267 : तेन प्रथमं रसा: | ते च 
नव। शान्तापलापिनस्त्वष्टाविति तत्र पठन्ति | This on WS, VI 5, which gives tho list ag 
follows : 

शङ्गारहास्यकरुणा रौद्रवीरभयानकाः | 
बीभत्साद्भुतसंज्ञौ चेत्यष्टौ TER रसाः SET ॥ 

It is odd that it never occurred to Abhinava to say that the figure 8 only applied 
to the drama, and that Bharata might have sanctioned the ninth rasa for poetry, Bub 
of course Abhinava did not want to compromise even this much.) Now does Abhinava 
mean thathe too “read” nava rasóf ? He must, for otherwise we cannot understand the 
sentence: tanmate santasvaripom abhidhiyate. But itis clear that he was nob the 
first to do so. ( Cf. NS, on L l, the A. Bù., p. 5, where Bhatjanüyaka's view is quoted 
from the Hrdayadarpana: इति लोकोत्तरपरमपुरुषार्थस्‌चनेन शान्तरसोपक्षेपोऽयं भविष्यति |) 
It is, however, doubtful that he had in front of him the text of the NS on $antaram 
as we have it, 

3. The forty-nine bhdvas are: eight sthayibhdvas, eight sāttvikabhāvas and 
thirty-three vyabhicaribhavas. This means that the exact number of vibhdvas ( which 
are really innumerable ), and of anubhdeas, is not given, Of course Bharata does 
mention, for each rasa, its anubhavas as well as its vibhdvas, though he does not 
separately enumerate_them in a Karika, 
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one argue’ that ascetic practices, Vedic recitation, etc., are the immediate 
causes of the knowledge of the truth, then, since the knowledge of the truth 
which precedes (Santa) is their (immediate) effect, they cease to be the 
vibhavas of santa. Even the absence of lust, etc., cannot be the anubhava, 
because it is not conclusive evidence (of Janta), inasmuch as it is found to 
be present in rasas other than santa as well’, and because it cannot be 
combined with a stage-representation (prayoga). After all, it is not possible 
to display a cessation of activity. For example, even the anubhavas sleep, 
swoon, etc., can be shown by actions like breathing in and out, falling down, 
lying on the ground, etc. (As for vyabhicarabhavas ) how can firmness of 
mind, etc., which is accompanied by a desire for the attainment of objects, 
be appropriate to Santa ? Those to be instructed cannot be taught how to 
attain the knowledge of the truth by means of a state of complete inacti- 
vity.* Those people whose minds are pained by the sufferings of other 
people have not ( yet ) reached a state of tranquillity characterised by correct 
perception ( of the highest truth), but rather they are (still) caught in the 
turmoil of worldly life." Therefore $amtarasa does not exist. The reply is 


l. Vibhdva can be equated with kárane, the immediate cause that arouse 
the sthayibhdvns ofa rasa. The argument here then is that Vedic recitation, etc, do 
not immediately precede the stháyibháva ( uma ) of Santa. Tho Pürvapaksin's point 
is that if Vedic recitation, otc., arethe immediate causes of ६७८६७७१८५७, then they 
cannot also be the vihhdvas of $anta, for they would be at one remove, 

2, This line, Sintdd vipaksid avyāvrtteh, is difficult, If we take vipaksa to 
mean “ opposite " which is its usual meaning, the passage will make no sense, for 
then it will be saying that even in the emotion which is bhe opposite of Santa (i. e, 
“love ” ) there will be hémddyabhava, i. o., there will be no “love "in “love” ! We 
will have to interpret vipaks« to mean “anything different from santa,” i, 6., any 
other rasa besides nta. Iu other words, there is no kama, etc, in such rasas as 
raudra and bhaydnaka, 

3, Práptavisayoparága. Pandit Srinivasa Shastri of the Deccan College, who was 
kind enough to read over some of the more difficult passages with us, says that uparagah 
here means a4mbandhah, so that the phrase will mean : यत्र विषयस्य संबन्धः प्राप्तो भवति । 
According to him, since $intu isa state of no mental activity at all, how can there 
be any contact with visayas therein But another interpretation is possible: dhrti is 
defined in the 7th ch, of the VS. ( Vol, I, p. 363, VLI, 56) as arising from, among other 
things, manorathaldbha, These are its vibhdvas ( note that for Bharata the vyabhicd- 
ribhdvas can become sthayibhavas and have their own vibhavas, etc., as Abhinava will 
point out later in this passage ). Its anubhdvasare: तामभिनयेत प्राप्तानां विषयाणामुरपॅ- 
भोगात्‌ ०४०. Therefore we think itis possible to take upardgah simply in the sense of 
upabhogah, “ pleasure,” and interpret as; “ accompanied by a desire for the attain 
ment of sense—objects ™, 

4. We interpret abincitkarateamátra here as the complete absence of atiy 
action, which is supposed to result from the state of tattvajfiána, 

5. The point is that we can only sympathise with another person’s pain if we 
still identify with the body. For the Jivanmukta (i. e. the सम्यग्दर्शनसमवस्थाप्राप्रपुरुष-- 

( Continued on newt page 
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as follows : Just as in this world there is the triology dharma, etc., 80 also, 
it is quite well-known that moksa too is one of the goals of life, and it is 
found to be taught predominantly in the Sdstras and in the smrtis and itihasas, 
etc., by specifying the means leading to its attainment. Just as the states of 
mind that are proper to love, etc. and expressed by such words as sexual love 
Ç rati) etc., by being made capable of being relished through the activity of 
the poet and the actor, are brought to the status of rasas such as $ragara, 
etc., in relation to the spectators who are possessed of the proper sympa- 
thetic response ; in the same way, we ask you to tell us why the state of mind 
which is appropriate to the highest goal of man known as moksa cannot be 


Continued from previous page ) 

—note how this phrase samyagdarsana is often used in Buddhism in many] variations 
samygbodhi, ete. ), such identifications are not possible, The main character of 
4anta dramas is supposed to be paramakarunikatoa. The Parvapaksin objects;that this 
kind of sympathy is found io worldly life and not in transcendental mystic states, 

F l. We take atrocyate as Abhinava's own position, He is of course quite 
right in pointing out that mosta was already a well-known purusartha long before 
the NS. But that moksa should be prevalent in the smrtis and itihdsa does not, ipso 
facto, establish any connection of it with literature, We must remember that for 
people like Abhinavagupta, the smrtis and itihasas were not literature in the strict 
sense of the word. Nobody, of course, would have argued that santa in the sense of 
moksapurusartha does not occur in such works. The point was whether it could occur 
in the far more refined Na@jakas and Kavyas. It simply never occurred to these older 
writers that one can apply the term literature to many of these works, as well 
as to large number of purely religious works, e. g. the Mahaparinibbanasutéa in 
Pali, and several of the Sanskrit Mahayana Sütras, e. g., the Vajracchedika, or the 
Vimalakirtinirdesa {not available in Sanskrit, but recently so beautifully translated 
into French by Professor Et. Lamotte). Even the Gita, in spite of the fact that 
Anandavardhana ( p. 293 ) quotes the verse yd ५१६७ sarvabhatanam, etc, as an example 
of dhvani, was not really considered “literature” in the strict, and restricted, sense 
of the term that the Indians used it. This restriction was a great loss to the theory, 
for dhvani would have bean more faithfully served, in illustrations, by passages from 
many of these religious or secular texts ( e. g. the Brhathathaslokasaigraha ) than by 
the Nátakas and the Kdavyas, many of which were artificially composed to conform to a 
given rasa and its definition by Bharata, One has only to think of some of the literary 
passages inthe Upanisads (e.g. Satyakama Jibala, or Raikva with the Cart) to 
-realise how much the Indians lost by such 8 restriction. If later writers like Jagan: 
.n&tha Panditaraja widened the definition of Kavya ( ramaniyarthapratipadakak Sabdah 
kávyam ) it still does not mean that they went for their examples to this non-literary 
literature. Visvanütha comes closest when he says: vakyam rasatmakam kavyam, 
put even he never uses the vast literature that true obedience to such a phrase would 
make available. It was only the Bengal school of Vaisnavism that opened itself to the 
infiuence of religious literature, but its purpose was more religious than it was 
aesthetic, and was confined, for the most part, to such works asthe Bhagavatapuranra, 
(One thinks of some of the fine examples that Madhusüdana Sarasvati, a strict 
;Advaitin, chose from the Bhágavatapurána in his Bhagavadbhaktirasayanam ), 
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raised to the status of a rasa?’ That state of mind just described is indeed 
the sthayibhava of Santa, But one must consider what its name is. Some 
say that it is complete detachment (nirveda—world-weariness )* that is born 
from a knowledge of truth. For this detachment is quite different from the 
detachment that arises from poverty, etc., because its cause, viz. knowledge 
of the truth, is different, It was for this very reason (i. e. because nirveda is 
the sthayibhava of santa) that it has been mentioned ( by Bharata) midway 
between the sthayibhavas and the safcaribhayas (i. e. vyabhicaribhavas ).* 


l. There seems to us no doubt in reading through the objections made against 
$antarasa that the objectors had areal point, There is something about SR that 
forces it apart from all the other rasas, Stis true, as the Pürvapaksin argues, that 
we find that all people are open to love, to fear, to terror etc, (some more than 
others, and some only to certain emotions of course — as Abhinava points out in his 
commentary on the famous rasasütra of the NS, we have, in the course of our 
many lives, experienced all of the primary emotions, the sthdyibhdvas ). But Santa is 
peculiar, Truly to be able to enjoy it, one must be religious (at leasb this was the 
Indian view — today we are more sophisticated : it is perfectly possible to be moved 
by a religious spectacle without feeling primary “ religious sentiments "), and if the 
Sdntarasa experience truly takes place during a drama, it must change our lives. It 
is not like the other rasas, which simply enrich us, provide great scope for our imagi- 
bation, refine our sensibilities, in short do all the things that great literary experi- 
ences are supposed to do, It is not that it demands a suspeusion of judgment as do 
the other rasas, a momentary identification with different emotions. lb means a 
complete reversal of our personality, what the Buddhists call pardvrtti ( see the con- 
troversial article on this word by A, Coomaraswamy, “ Transformation, Regeneration, 
Anagogy", in Festschrift Ernst Winternitz, I933), We believe that it was this 
difference, this sense of the ** completely other” in SR that bothered so many literary 
eritios in ancient India, While one sympathises with their hesitation, one can also 
understand the point of view of people like Abhinava, for whom these religious ox- 
periences were an integral part of their everyday life and especially of their literary 
life. Witness the great number of hymns attributed to people like S'ahkara, and the 
surviving ones of Abhinava and Ananda, The conflict, the real conflict, which we see 
as one between the secular-minded literary critic and the religious-minded literary 
critic, never really came out into the open, except in this one argument over SR, 


for it was assumed, by all, that nearly everybody was religious, From our perspec- 
tive, however, it is clear that some critics were more religious than others. 


2, Nirveda can mean two things ; it can have an ordinary, everyday sense of 
* disgust”, and it can have the more subtle and religious sense of * total detach- 
ment ” from the world, Abhinava is here implicilty referring to this distinction, 

3, This is a very curious, and we believe, a very weak argument: Bharata has 
begun his list of the eyabAicáribhávas (VIL 28, p. 356) with nirveda at the top ( tatra 
nirvedo nama düridryavyüdhi, etc, ). Now, it is said by “some people” as reported 
by Abhinava, that Bharata had great respect for the idea of the mangala, that is, begin- 
ning a new topic with an auspicious word, Nirveda is not an auspicious word, 
therefore, Bharata (since he cannot be presumed to be in error ), must have had some 
special intention in mind, According to these “some people” it is to show that 
nirveda is actually a sthydyidhdva und also a vyabhicaribhdva, The view regarding 
the dual character of nirveda as both sthyayibháva and vyabhicáribháva is expressed 
by Mammata in the KP, IV (p. Il6, Jhalkikar's ed, BORI — see his comments, p. l6, 
last paragraph ). 
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Otherwise (i. e. if nirveda had not been intended by Bharata as the sthayi- 
bhava of Santa), the sage who had great regard for uttering an auspicious 
word at the commencement of a section of his work ( màngalika) would not 
have mentioned nirveda at that place (i. e. he would not have put the 
inauspicious word nirveda at the head of the list of vyabhicaribhavas ). When 
Bharata forbade the use of disgust ( jugupsa ) as a vyabhicaribhava of $rigàra, 
he sanctioned (by implication ) the interchangability of the characters of 
the sthayibhavas, the sancaribhavas, the sattvikabhavas, and the anubhavas, 
in the case of all the 49 bhavas as demanded by the requirements of a parti- 
cular situation and as presented by the power of words and their senses. 
Nirveda arises from knowledge of the truth and overwhelms the other 
sthayins. For only that (emotion) which is more highly stable than any of 
the other sthayins such as love ete, which can tolerate co-existence with a 
variety of emotions, that alone ( namely nirveda), they say, can overwhelm 
other sthayins. 


They also raise the following objection : if nirveda which arises from 
knowledge of the truth, is said to be the sthayibhava of santa, | this amounts 
to saying that knowledge of the truth is the vibhava (i. e. cause) of nirveda], 
in which case how could vairagya (detachment) and similar other things* 
(e. 8« samadhi, which have been mentioned as vibhivas of nirveda) be the 
wibhava of nirveda If one were to claim that detachment, cte., become the 
vibhava of nirveda because they are the means of attaining to the knowledge 
of the truth, then it would mean that you are giving the name vibhava to 
that which is the cause of another cause,* and that would involve you ina 
great absurdity (since vibhava means the direct cause of a sthayibhava and 
not the distant or remote cause). Moreover nirveda is an attitude of reject- 
ing everything ( i. e. an attitude of not being attached to anything), and it 


Ll. The point is that normally jugupsā is the sthayibhava of bibhatsa, Itis 
hob given in the list of the thirty-three vyabhicdribhaoas, but the very fact that Bharata 
says that it should not be used in love shows that ho felt that it could be a syabhicdri- 
bhava as well as a sihyayibhava, He therefore, felt that under certain circumstances, 
-ordinary vyabhicaribhavas could become sthayibhavas, and sthayibhavas could be 
come vyabhicaribhdvas, This is an important point. Abhinava has expressed a similar 
view in the Locana on the third Uddyota of the Dheanyaloka, while commenting on 
bahünam samavetünüm, on p. 386 of the B. P. ed. 

2, Bhavaicitryasahisrubhyek, “ which can tolerate co-existence with a variety 
of emotions". Does this mean that whereas rati, etc., can tolerate the presence of 
other sthayiblidvas, nirveda the sthayibhava of Santa cannot? 

3. We take sabije to mean sadrsa, just as sajdtiya is taken to mean eadréd. 
Literally it means “ coming from the same seed”, i e, the same source, The word 
üdi in the compound vatragyasabijadisu (i.e. vairügyasadráesu) is redundant, We 
have, therefore, ignored it in the translation. 

4. Again, eibháaea cannot mean both cause " and “ cause of the cause”, Bea 
page l2], note l, 
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would on the contrary be helpful to the emergence of the knowledge of 
the truth (i.e. far from being the effect of the knowledge of the truth, 
it would be a cause leading to it), because a detached person will strive 
in such a fashion that the knowledge of the truth arises in him. And moksa 
comes from a knowledge of the truth. It is not that one knows the truth, 
and then feels detached, and from that detachment moksa would arise. For 
Isvarakrsna says : 


“ From detachment comes ( only) prakrtilaya, (i. e. dissolution into 
the eight causes, pradhàna, buddhi, ahankara, and the pancatanmatras, and 
not moksa"). Objection : *' Everywhere one sees a very great detachment 
on the part of those who know the truth. Even Patafijali has said : 


“Thereafter from that knowledge of the truth ( purusakhyati ) arises 
an extreme aversion to the gunas (i. e. detachment)". That is true ( bhavaty 
exam). But Patafjali himself? has said : * Such detachment is really the 
highest state ( kasthà ) of knowledge." Thus! then, knowledge of the truth 
(leading to aversion according to Yogasiitra I. 6) means nothing but know- 
ledge of the truth reinforcing itself from state to stage.’ And so nirveda is 
not the sthayibhava of Santa, On the other hand, knowledge of the truth alone 
would be the sthayibhava. As for right perception, which will be mentioned 
(by Bharata ) while describing nirveda as a vyabhicarabhava, as a vibhava of 


L. Sdrkhyakarikd 45. This means that if a person has vairagye only, but no 
knowledge of the truth, he becomes, on his death, dissolved into tho eight causes 
(namely, pradhána, buddhi, ahankara and the pwñsa-tawnmatras) bub he, does not 
obtain moksa, Thus, it would seem that Tévarakrsna holds tho view that vairagya 
does not directly lead to moksa, 

2, Fogasütra, T. 6, 

3. Vyüsa's Bhásya on the Yogasiira, ( Anandáérama ed. p.90). Pataijali, 
the author of the Mahabhasya, is considered to be an incarnation of Ses ( bhujaaga- 
vibku ). Therefore it would seem that Abhinava thought Patañjali the author of the 
Yogastitras to be identical with tho Pataüjali of the Mahdbhaya ( which of 
course he is not ), Raghavan has pointed out ( p. I06) that the quotation is not 
from Pataüjali, but from Vyasa, Did Abbinaya simply make an error in the 
ascription, or did ho boliove that Vyasa and Pataüjali were one and the same? See 
V. Raghavan, ¢ Abhinavagupta and the Bhasya on the Yogasatra 7, A. 0. R. Madras, 
Vol. XII, Part IT, I938-39. 

4. This passage : कि तु तत्त्वज्ञातमेव स्थायी भवेत्‌ is Abhinava's own position, 
Bhavet here must be used (s rding to Panini HI. 3. I6]) in the sense of bhavitum 
arhati, 

5. Tattvajñānamālā means a series or succession of (atieajAinas, The idea 
Seems to be that the tattvajianws referred to by the word purusakhyáti in Yogasitra 
Ll6is a lower ¢atéoajaana which grows or develops into a higher stage of tattoajnana 
(referred to by the word gunavaitrsnyan in the Yogasitra), Idam tattvajñänam there: 
foro would mean ; खुणवैतृष्ण्यशब्दवाच्ये तत्त्वज्ञानस्‌ | तत्त्वज्ञानमालया परिपोष्यमाणं would mean: 


पुरुषख्यातिशब्दवाच्यन तत्त्वज्ञानेन परिपोष्यमाणस्‌ , उत्तरोत्तरं प्रकर्षावस्थां नीयमानम्‌। 
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nirveda, and which leads to the dissipation of the attitude of acceptance ( or 
attachment to unworthy objects) on the part of a person who has been 
deceived by a ‘delusion of long standing, as exemplified in the following 
stanza : 

“Tn vain did Lmilk a bull mistaking it for a cow bending under the 
burden of her full udder; in vain! did I embrace an ugly eunuch thinking 
him to be a young girl; in vain did I cherish a longing for a piece of glitter- 
ing glass thinking it to be beryl. All this I did when bemused as I was, I 
bowed to you, a miser unable to appreciate merit "— 

well, that perception of truth has been mentioned as a vibhava (cause) 
of only the ordinary kind of nirveda? whose nature is sadness (arising 
from a realisation of one's stupidity in wasting energy in a worthless cause ).° 
We will speak of this ( perception of truth ) there* (i. e. in the seventh 
chapter while commenting on the section on nirveda). Objection : “ Attach- 
ment to the sense-objects is rooted in false knowledge. It will cease when 
‘knowledge of the truth arises.’ This is what the revered Aksapada has 


+ l. The second comparison in this poor verse ( ib is interesting that it is 
the only verse quoted by Abhinava in the whole $intarasa section, It is strange that 
he should have chosen to give no effective examples of $ántarasa, considering that 
there was such a large variety to choose from, and it would have been very much to 
the point ) is somewhat odd, for if the ** boy " was lavanyarahitak, we can only 
assume that he was embraced due to inadequate lighting ! 

2. Samyagjiana, therefore, means here only a worldly kind of “ right know- 
lodge" and is not used in the higher sense of the term. 

3. This is a reference to NS VII, 28, pp. 356-357. — Abhinava's point seems to 
be that nirveda as a vyabhicaribhava is the ordinary kind of worldly nirveda (khedarü- 
panirveda ), while nirveda as a sthüyibhava isa higher, philosophical uirveda, It is, 
however, interesting to note that among the vibhavas of nirveda, Bharata mentions. 
iattoajñana, At NS VII, 30 ( G. O, S. Vol, I. p. 357) Bharata says: 

वाष्पपरिष्ठुतनयनः पुनश्च निःश्वासदीनमुखनेत्रः। 

योगीव ध्यानपरो भवति हि निर्वेदवान्‌ पुरुषः ॥ 
The idea here seems to be that nirvede is to be acted out by means of, among other 
‘things, absorption in thought ( dhyānaparatva ) similar to that of a Yogin, However, it 
, does not follow that Bharata had any religious notion about nirveda while writing this 
„stanza, although it is true that the term tattvajñāna will then be puzzling. 

4, The promised discussion is not available. Unfortunately this section of the 
the seventh chapter of the Abhinavabharati has never been found. The editor ( Kavi) 
"writes ( p. 347): 

एतस्मात्य भृति नवमाध्यायपर्यन्तं व्याख्या नोपलब्धा | यदि लब्धभागस्थ यन्थान्तं सुद्रणावस्थ 
मन्वहं प्रयतमानानामस्माकं Sea व्याख्याभागों नोपलभ्येत तदा महागन्थसञ्जञविच्छेदामज्ञु लपरिहरणाय 
सुकुमारजनमनःपरिवोधनाय चास्माभिरेव रचितां व्याख्यां सर्वथानुचितामम्यस्सिन्नेव अन्थान्ते योजयिष्यामः। 
However, Kavi did not live to fulfill his promise. | 

'5. This is a reference to Nydyasdira, LL 24 दुःखजन्मप्रवृत्तिदो मथ्य 
मुत्तरोत्तरापाये तदनन्तरापायादपवर्गः | The upshot of the preceding argument based on tl 
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said in his Sutra beginning with the words duhkhajanma etc., when he says 
that knowledge of the truth is caused by the removal of false knowledge and 
that it is further the cause of vairagya which is of the nature of the removal 
of all faults ( dosa) (such as attachment to worldly pleasures)". “So 
what?" “Well, vairagya and nirveda are the same thing’ (and therefore, 
nirveda is the sthayin and tattvajnàna is a vibhava)”. Who says so ? For nirveda 
is a certain state of mind which is characterised by a flow of sadness, where- 
as vairagya is the complete destruction of raga, etc. (including $oka,i. e. 
vairagya is a higher form of detachment than is nirveda, for the latter is 
often used non-technically to mean simply “weariness” or “disgust” ). Even 
granting that vairagya and nirveda are indentical, still Gautama placed it in 
the midst of several ( other causes of moksa ) and did not mention it as the 
immediate cause of moksa ( for it is only the remote cause ), ( and so it does 
not follow that according to Aksapada nirveda, that is, vairdgya, is the 
sthayibhava of santa). Moreover? to say that nirveda arising from tattva- 


Continued from previous page ) 

sūtra of Aksapida is that mithydjnanapacays leads to tattvajñāna and tattvajüána leads 
to nairagya. The opponent thinks that vairagya is the same thing as nirveda, Hence 
according to Aksapids the causal chain is: mithydjNandpacaya gives rise to tattva- 
jfiána which gives vise to nirveda. Bo, this means that according to Aksapada, nirveda 
leads to moksa and hence, nirveda (and nob tatteajñüana) must be regarded as the sthayi- 
bhava of Santa, Now, the opponent challenges the position that vairdgya and nirveda 
are identical, and then proceeds to point out the difference between nirveda and 
vairagya, He says that nirveda is a particular attitude of mind which is of the nature 
of unbroken sadness ( §buprardhaprasara ), while vairagya is the destruction of ragas 
dvesa, moha, etc. The opponent of kecinmata (this refers to tho view mentioned on 
p. I05 of Raghavan’s text, that nirveda born of tativajnana is the stháyibhava of $anta, 
see foot-note 2, p. 23, above ) first challenges the position that vairagya and nirveda are 
identical, But then he concedes it for the sake of argument in the sentence bhavatu 
vd vairdyyam eva nirvedah. Even granting that nirneda and vairágya are identical, 
it does not follow that according to Aksapada nirveda (i, o, vairagya) is the sthayi- 
bhava of Santa, For although nirveda has a place in the causal sequence given above 
[the whole chain is; mithydjnandpacaya ) (i, e. tativajtanaYleads to dosapaya (i.e. 
nirveda or vairágya ), which leads to pravrttyapáya, which leads to janmapaya, which 
leads to dubkhapaya, which leads to moksa ], still it is not actually stated in the Sara 
to be the direct cause leading to moksa, but rather it is given as a remote cause 
(mokse esüdhye sūtrasthāniyatā na pratyapadi dcáryenm). Thus according to the 
opponent of becinmata, the authority of Aksapada cannot be cited in support of the 
view that nirveda is the sthayibhdva of §inte. For if at all anything is to be the 
sthayibhava of $inta, it must be the direct and immediate cause of mos. 

l. The question mark in Raghavan's text after nanu vairagyam nirvedah 
should be removed. 

2, This isa complex passage, Kimca tatlvajfcinotthito etc, is the position of 
tho Siddhantin, that is, of Abhinava. It is an objection against the kecinmata (namely 
that tativajfüanajanirveda is the sthàyibhüra of #šawta ). The essence of the 
objection seems to be that the words denoting the sthayibhava and the rasa become 

( ( Continued on next page 
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jfüna is the sthayibhava of &ünia means that you are giving to Sama the 
name nirveda!. (Reply: ) $ama and Santa have been explained as synonyms 
like hàsa and hasya (i.e. sthayibhava and rasa). (But the synonymity in 
the case of Santa and Sama is only apparent and not real). There is a real 
difference between Santa (the rasa) and gama ( the sthayibhava ), for Sama 
is siddha, an accomplished fact, while Santa is sadhya, something to be 
accomplished ; Sama is laukika, worldly, while Santa is alaukika, other-worldly; 
gama is sadharana, ordinary, while santa is asadharana, extraordinary.’ 
Therefore, nirveda cannot be the sthayibhava of Santa. 


Others believe that only eight mental states have been mentioned ( by 
Bharata ), such as love, etc. Those same? mental states when depending on 
extraworldly vibhavas such as bruta (study of the scriptures and especially of 
the Upanisads ), which are different from the ordinary ( kathita ) vibhavas, be- 
come indeed unusually lovely ( vicitra). And from out of their midst one can 
become the sthayin here (i. e. in the case of Santarasa). Out of them ( tatra ), 
rati alone, having for its object one's own Self consisting of undisturbed bliss, 
is the means of attaining moksa. And so, that rati itself is the sthayinin 
fonta. For it has been said : 


Continued from previous page ) 

synonymous, wbich is improper. The next sentence continues the view of the 
Siddhüntin : JAMAA: पर्यायत्वं तु हासहास्याभ्यां व्याख्यातम्‌ | and contains within it 
the objection that the Pirvapaksin might make, namely that hasa and १७४७ are 


synonymous as well, Abhinava replies that this has already been explained, But now 
what follows does not make sense if it is explained as the view of the Siddbantin, 
For Abbinava says : सिद्धसाध्यतया, लौकिकालोकिकत्वेन, साधारणासाधारणतया च Jogi शमः 
झान्तयोरपि सुलभमेव | Now those distinctions are well-known as being the major diss 
tinctions between the sthayibhava and rasa. The sthayibhava is always laukika, 
whereas rasa is always alawkika, The same thing would therefore apply to sama 
and éanta, namely one would be the laukikasthayibhava, and the other the alaukika- 
vasa, Now why does Abhinava say this; for it only lends support to the Pirvapaksin ! 
Moreover tasman na nirvedah sthayiti does not follow from it. On the other hand, if 
we take the words SamaSdntayoh, oto., as stating the view of the Piirvapaksin, the 
next sentence tasman na nirvedah sthüyiti presents a real difficulty. For if the 
Pūrvapaksin is speaking, and has just made a valid point, it makes no sense for the 
Siddhantin to reply by saying : * therefore our position is proved ”, Thus both solu- 
tions are unsatisfactory. 

l. Note that on p. 268, Vol. III, VS, nirveda is given as the athayin of 
Santa | 

2. We cannot ascertain any difference between taukika and alaukika on the 
one hand, and südharana and asadharana on the other, such that Abhinava would be 
justified in using both terms. Surely südhaárra and laukika mean precisely the same 
thing. 

3. Raghavan reads tata eva, Bub the Baroda ed, has ta eva (i, e, te eva) 
which seems to us a better reading, 
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“ That man whose love is centered in the Self, who is gratified in his 
Self, and who takes all delight in the Self — for such a man there is nothing 
any longer to be accomplished ”. 

In the same way,’ any of the sthayibhavas beginning with rati and 
hasa and ending with vismaya can be explained as the sthayibhava of Santa, 
because we find that a person attains to liberation if he realises the oddity of 
everything in the world ( Aasa ); if he sees that the whole world is lamentable 
(Soka); if he perceives the happenings in the world as harmful to his spiri- 
tual well-being (and, angry with them, desires to conquer them) ( krodha ); 
if he resorts to extraordinary energy dominated by the absence of delusion? 
(in order to overcome worldly temptations) ( utsüha); if he feels afraid 
of all the objects of the senses ( bhaya ); if he feels disgust for young women, 
etc, though they are desirable for all other people ( jugupsa); if he feels 
astonished at his unprecedented realisation of his own self (vismaya). 
And Bharata agrees with this position. For while ( Bharata) enumerates 
particular bhayas by using words like rati, etc., and includes thereunder 
other varieties of the same by using the word ca,* he does admit? their 
ability to lead to liberation, provided that they are the result of extra- 
ordinary causes (i.e. vibhavas) different from ordinary causes. But in 
the case of those people who hold this view (namely that any one of the 
sthayibhayas such as rati, etc., can be the sthayibhava of Santa), the differ- 
ent sthayibhavas would cancel each other out and so not even one of them 
could be regarded as the sthayibhava of Santa. Wf it is said that the different 
sthayibhayas can be the sthayibhavas of Santa because of the different 
approaches leading to it, that is (as good as) already refuted. ( Further), 
because of the different sthàyibhávas of Santa depending on the approaches of 
the persons concerned, there would be an infinity of Santarasas. If it is said 


l. Gita, TII, 7. 

2 Alleight of the sthayibhanas can be accepted as tho athayibhavas of Santa: 
rasa, For instance, Adsa can become the sthayibhava of $inta, if we look at every- 
thing around us as vaikrts, “ odd ” or ** deformed? (note that the Vidisaka, the 
main representative of Aasu, is described in tho texts as being deformed and there: 
by amusing), eto. Rati is considered in the sentence immediately preceding tho 
quotation from the Gita, 

3. Asammoha is one of the uddipanavibhavas of virarasa. See NS, Vol. I, 
p.978. Cf. Abhinava's explanation of Ananda’s mavigalagioka of the Dhvdnydloka, 
p. 7, K. Sastri's ed, 


4, Ca reforto NS., VL I7, which enumerates the eight sthéyibhavas and 
uses aca after hiss and $oka. According to Abhinava, tho use of the particle ca is 
intended to convey the inclusion of other varieties of the eight sthdyibhavas, It is not 
however clear what these varieties are. 

5, Does chad (in na caitan muner na sammatam ) refer to the interchangeabi- 
lity of vyabhicdribhdvas and stháyibhávas; or to the fact that the sthayibhavas of 
other rasas can induce an attitude leading to moksa ? 
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that there would be only one! Santarasa ( and not countless Santarasas ) be- 
cause of its being the cause of one single result, namely moksa, then even 
vira and raudra would have to be regarded as one rasa because both lead to 
one single result, namely destruction ( of one's enemy ) Others say that all 
the sthayibhavas, rati, etc., become merged together, just as ( different flavours 
merge together) in a beverage, and when so merged they become the 
sthayibhavas (of santa), But because different states of mind cannot co- 
exist at one time, and because (some) are mutually antagonistic, even this is 
not a very attractive thesis. 

What then is the sthayibhava of Santa ? The reply is as follows :* 
knowledge of the truth alone is the means of attaining moksa and so it would 
be proper to regard that alone as the sthayibhava of moksa.* Knowledge 
of the truth is just another name for knowledge of the Self. The knowledge 
of any object other than the Self is the knowledge of worldly objects. For 
anything that is different from the Self is nothing but non-self. Our teacher 
has dealt with this at great length. And we have gone into itin some detail 
elsewhere, and so at this moment there is no point in dilating. Therefore," 


l. Eko rasah means santarasa since the whole of the preceding discussion 
is concerned with $intarasa and is intended to show how all the stháyibhávas can be 
connected with Sintarasa, To this ib was replied, on p. l08, that (l) the different 
siha@yibhavas would cancel one another oub, with the result that there would be not a 
single 808690060७ for Sanda, and (2) such a view would lead to not one rasa (called 
gintarasa ) but to an infinite number of Santarasas depending on the divergent atti: 
tudes and approaches of different persons, The opponent replies to this by saying that 
since all these sthayibhavas (helping the emergence of Saniarase ) would lead finally 
to mokra. there would not be an infinity of Sanéarasas, but only one. To this the reply 
is given on p. 09: “ In that case since both via and raudra lead to a single result, 
namely destruction of one’s enomy, they too would have to be regarded as constituting 
a single rasa”. But we aro not absolutely certain of this interpretation. E 

2, The comparison with panakarasa is used again and again, both in the 
Locana and in the Abhinavabharati, Of, 4.Bh, p. 286 : पानकरसाखादों5पि कि गुडमरिचादिपु 


दृष्ट इति समानमेतत्‌ । See also the VS. Vol. L, p. 287 f. 

3. After ucyate begins the siddhanta view. 

4. The word mos in the phrase: इति Taq मोक्षे स्थायिता युक्ता is odd. One 
expects Sante. 

5. आत्मनश्च व्यतिरिक्तस्य विषयस्येव ज्ञानम्‌ is very clumsily worded. We think the 
distinction is between knowledge of the Self and ordinary knowledge ( of, the Gita 
distinction between vijaana and jüána ). Whatever knowledge is different from the 
Self is simply worldly knowledge, jñanam. The next sentence, paro hy evam atma 
andimaina syát is also very clumsy. How are we to understand paro? We would 
expect the noun governed by this adverb to be in the ablative: * different from the 
Self”. Raghavan records the reading tman, instrumental singular, which would 
also be irregular, but somewhat better than the nominative, Note that we read visaya- 
syaiva instead of visayasyeva. 

6. It is important to realise that at this point Abhinava abandons practical 
considerations of drama, and gives the philosophic base underlying his views on Santa, 
It is not different from the philosophical justification of an Advaitin — the additions 
from his school of Kashmir S'aivism are very slight. £ 
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the Atman alone possessed of such pure qualities as knowledge, bliss, etc., 
and devoid of the enjoyment of imagined sense-objects, is the sthayibhava of 
Santa. Its status as a sthayibhava should not be explained in the same terms 
as the status, as a sthayibhava, in the case of other sthayibhavas (i.e. there is 
a great difference between the Atman’s status as a sthāyibhāva and the other 
sthayibhavas’ status as sthayibhavas). For rati, etc., which arise and dis- 
appear due to the emergence and disappearance of their respective causes, are 
called sthayibhavas in so far as they attach themselves for some time to the 
canvas’ ( wall) in the form of the atman which is of an unchanging nature 
relative to them. But knowledge of the truth is the canvas behind all emotions, 
and so it is the most stable of all the sthayibhavas. It transforms all the 
states of mind such as love, ete., into transitory feelings, and its status as a 
sthayibhava, having been established by its very nature, need not be specifi- 
cally mentioned. And therefore it is not proper to count ( knowledge of the 
truth ) separately (in addition to the eight sthayibhavas). Between a lame 
bull and a dehorned bull,’ bullness ( which is the generic property present in 
both of the bulls ) is not considered as a third thing. And so the number, viz, 
forty-nine, of the bhavas is not disturbed. Should one demand to know why 
then knowledge of the truth is separately considered (as a sthayibhava) 
(by me, Abhinavagupta ), we reply that it is so because it can be separately 
enjoyed. For whereas rati, ctc., can be the subject of ordinary perception 
(in their pure form ), without being mingled with anything else, the nature 
of the Self is (of course) not the subject of ordinary perception in its pure 
form without being mingled with anything else, the way rati etc., are. ( But) 
even though in its pure nature’ it is of an indeterminate form, still when 
it is investigated at the time of the return from abstract meditation,’ it in- 
variably appears as mingled with various mental states, 

Or? let it appear like that (i.e. let the nature of the Self appear as 
you say, soiled by the various mental states). Still you cannot consider as 


l. Is this comparison of the Atmaw to the canvas of the painter found else 
where? We know that it occurs several times in the Yogavdsisshamaharamayana, 


2. Munda cannot of course mean shaven here. The practice is to cut the horns 
of bulls so that they cannot harm anyone. 

3. The reading as printed by Raghavan is: अस्यापि कथं न पृथग्गणनेति at 
पृथगास्वादायोगादिति ब्रूमहे | But he notes readings in M, & G. which have: अस्यापि कथं 
प्रथग्गणनेति चेत्‌ पृथगाख्वादयोगादिति ब्रूमद्दे which seems to us to give a more rational 
sense. As for the next sentence, we think it means that tha Aiman is not laukika- 
pratitigocars as is rati, otc., because it is not mixed with any other form, 

4, Svagatam means, according to Srinivasa Shastri 

5. On vyutthüna, see Yogasutras, IN, 


svasmin atmani, 


6, It would appear from this concession, bhasatdm và loke tatha, that this is 
Abhinaya speaking. This means that the last sentence in the preceding paragraph 
must belong to the Pirvapaksin, But what precisely his point would be, we fail to see, 
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sthayibhavas all possible stable moods of the mind, for they are of no use so 
far as the (eight) rasas actually mentioned (by Bharata ) are concerned, 
They rather deserve to be regarded as transitory feelings and not otherwise 
(i. e. not as sthayibhavas). And thus only can the statement ( praghattaka) 
that there are in all forty-nine bhavas be justified. This nature of the Self 
cannot be said to be transitory because it would be impossible, unimagi- 
native (avaicitryavaha) and improper. Sama is the nature of the Self, 
Bharata has designated it (i. ९. the nature of the Self) by the word Sama. 
If that same (nature of the Self) is called gama or nirveda, there is no 
objection. Only (note that) kama is a different (kind of) state of mind 
(altogether ). And this ( special ) nirveda is ( only apparently) similar to 
the nirveda that arises from other causes such as poverty, etc. Although 
their causes are different, (nonetheless, because) they are similar, they 
are both called mirveda. This is similar (to what takes place in ) love, 
fear, etc. (7)' Therefore the nature of the Self is itself the knowledge of 
the Truth, and it is also tranquillity. Further (tatha ca) rati, etc., are 
(only) particular dark colorations ( kalusyoparagavisesah) of the Self (or 
of santa? ). Having by means of continued concentration realised its form as 
being pure, though connected with them (i. e. rati, etc. ), there is even at the 
time of withdrawing from meditation ( vyutthana ), complete tranquility (of 
the spiritual aspirant, the sadhaka). As has been said : prasantavahita sam- 
skarat?. This entire collection of ordinary and extraordinary states of mind 
can become the helper of the major (emotion ) known as knowledge of the 
Truth. Its anubhavas are anubhavas helped by yama, niyama, etc., and also 
the svabhavabhinayas® which will be described in the three chapters begin- 
ning with uparigabhinaya. And so they ( i. e. these anubhavas ) are concerned 
with santarasa itself, This itself is its nature (i.e. the nature of santarasa )^ 
The vibhavas are the grace of God, etc. And love ete., which are soon 
to be completely destroyed, can be aesthetically enjoyed in Santa (as 
subsidiary, momentary elements ). Just as the vyabhicari “eagerness” appears 
as important in love-during-separation or even in love-during-union, as said 
in the phrase: “ love whose festivity never comes to an end ”;° and just as 


augrya, a vyabhicarin, appears as prominent in raudra; and just as nirveda, 


l. We simply cannot understand the simile ratiblagadiriea. 

2. Yoyasatra, ILI. l0. Bub we cannot understand what bearing this has on 
the word praganiaia used by Abhinava ia the preceding sentence. 

3. We cannot, make out what svabhavabhinaya means, The phrase upaigü 
dhinayadyadbydyatraye refers to chaps. VILL, IX, and X of the NS 

4, We are not sure we have understood ayam eva hi svabhaoah, 

5. Drop the comma after parame$oaránugrahaprabh rtayah and add 4 
full stop. 

6. Tüpasavatsarája, I. l4. 


ABHINAVA’S PHILOSOPHY OF AESTHETICS I33 


dlirti ( firmness of mind ), trasa (fear) and harsa ( joy ), though really vyabhi- 
türibhavas, appear as prominent in karuna, vira, bhayanaka and adbhuta; so 
in Santarasa, jugupsa ( disgust), etc., appear predominantly, since they are 
completely opposed to love! For in the mahavrata (ceremony ) one carries 
about a human skull - (obscure) At the time of begetting a son 
(by a widow) from her brother-in-law, anointment of one's own body 
(with oil) has been recommended with a view to creating a sense of dis- 
gust. For the man who has done all that must be done with regard to his 
Self, (i. e. who has realised the true nature of his Self), his efforts are all 
for promoting the good of other people, and so his energy takes the form of 
an effort that is prompted by the wish to help others. This isa synonym 
for compassion, and it is very intimately connected with santa. And so some 
people call §2ntarasa, dayavira ( compassionate heroism ) and some call it 
dharmavira (religious heroism) because of the intensity of this energy 
(utsáha ) which becomes its vyabhicaribhava. 


Objection : ** Energy is based on egoism as its essence, whereas ¿anta 
consists primarily in a loosening of egoism. ” ( Reply : ) It is not improper 
for an opposing mood to be a vyabhicaribhava (in Santa ), for we find, for 
instance, nirveda (as a vyabhicaribhava ) in love. In the verse “ With the 
forest-ground overgrown with grass as my bed "* and other similar stanzas, 
we find a high degree of utsdha in helping others. There is no state that is 
devoid of utsaha. For in the absence of desire and effort, one would be like 
astone. And so because one has understood the higher ( Self ) and the lower 
(Self), there is nothing left to do with regard to one's own Self, and therefore, 
for those whose hearts are tranquil, to give their all -in-all, i. e. to give their 
bodies, for the sake of helping another is not contrary to Santa. ** One should 
preserve one's self "^, such and similar advice is meant in the sense of 
guarding one's body and is meant for those who have not realised their 
Self, because ascetics are not concerned with guarding their bodies at all. 
For it has been said : 


l. The main point of this argumont escapes ns, 

2, As Raghavan has noted, this passage is extromely corrupt, §We are unable 
to make any sense of the lines तथा हि मदात्रते चुकपालादिधारणमसुभार्यादिसमुदायादि= 
विस्तारसंक्षेपातिकमाँक्रतिहि धमें | 

3. This is a reference to the fact that when levirate takes place, if should be 
without any sexual desire, but only for the sake of procreation, Therefore, in order 
to create a sense of disgust for the body, both partners smear themselves with foul- 
smelling oil. Jayaratha quotes a verse on this subject in his commentary to tha 
Tantráloka, Vol. XI, p. 73, (Part IL). 


4 Nagananda IV. 2, 
5, Gawtamadharmasütra, I, 9, 85. 
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* The life-breaths ( pranah ) are the cause of attaining dharma, artha, 
kama and moksa. When they are destroyed what is not destroyed ? When 


asd 


they are guarded, what is not guarded ? ( i. e. all is guarded ) ”. 


In this stanza the motive ( nidana) for the preservation of the body is 
shown to be its capacity to achieve the well-known four goals of life. In 
the case of the man who has realised his Self ( however ), it is ( often ) heard, 
in the context of samnyasa that he should throw his body into water, fire or 
apit? Thus the idea is that (since) somehow the body is to be renounced 
(sometime or other ), if it be given up for the sake of another, what would 
not be achieved? (i. e. so much is thereby gained). Should one argue that 
Jimatavahana and others were not ascetics, we should ask how that matters to 
us? Certainly they had attained to knowledge of the Truth. For it would 
be inconceivable that those who consider their body as their soul should 
abandon for the sake of others the very body which is (to them) their all- 
in-all, for (in their case there would be no) urge for dharma, etc. In a 
battle, a warrior hasno intention of abandoning his body (for a religious 
cause), but rather he enters (the battle) only in order to conquer his 
enemy. (In suicide) by jumping off a cliff, etc., the main ( purpose ) is the 
desire to attain a more beautiful body in the life to come. Therefore what- 
ever deeds, beginning with the imparting of (spiritual) advice and culmi- 
mating in the renunciation of one's body, are performed in order to achieve 
the benefit of others and without reference to one's own benefit, are certainly 
inconceivable in the case of people who have not attained to a knowledge of. 
the true nature of the Atman. And they (i.c. people who do these deeds) 
are also knowers of the Truth. For those who know (the Truth), there is 
liberation in all the ( four) stages (a$rama) of life. This is ( what is taught ) 
in the Smrtis and in the Srutis. As has been said : 


* A man who is attached to worship of the gods, who is grounded in 
the knowledge of the Truth, who is gracious to guests, who, having perfor- 
med the ceremonial rites to his ancestors (Sraddha), gives out wealth, even 
though he be (only) a house-holder, ( this man) is freed ".* 


However (kevalam) in the case of Bodhisattvas, etc., although they 
have known the truth, there is, because of their religious (or righteous) 
actions springing from a desire to do good to others and expected by them to 


l. Not traced. 

2. Weshould keep in mind the legend, still current in Kashmir, ( see Pandey, 
« Abhinavagupta ?, p. 23) that * one day Abhinavagupta along with twelve 
Hundred disciples walked into the Bhairava cave and was never seen again. g 7 


3. Jimütavühana was a Vidyadhars, Abhinava replies ; so what ? 
4, Not traced, 
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tha, result in the benefit of others, a reappearance of a body appropriate to that 
hen (ic, to those actions that they have performed ). ! 
Even in the case of rasas which occupy a subsidiary position (ina 

ly is poetic work), the attainment of « repose"? (i. e. aesthetic enjoyment) is 

In met with, because that is only appropriate to their nature (as rasas ) For 
ard, instance, (in the Ramayana), in the case of Rama when he obeys 
ean his father's orders (and goes into exile ) repose is met with in this, 
aced though this aesthetic repose is only subsidiary. The same should be under- 
ould stood in the case of Spigara and other rasas ( when they occupy a subsi- 
that diary position in a poetic work ) Hence although Santarasa? has come 
rs to to stay“ (in the Nagananda ), it is not the major rasa, because ( in that play ) 
ould the achievement of the three goals of human life (dharma, artha and kama), 
ould with special emphasis on helping others, is the final result in the case of 
all- — UEM d 
mË l. We cannot decide whether this means that Bodhisattvas and others 
K who give up their bodies for the sake of others are reborn on earth, i. e., whether this 
nous vontains a veiled reference to the famous apratisthitanirvána theory (on which see 
t his | Lévi's tr, of the Sütrálaskára, IIT, 3, note 4 — in brief a Bodhisattva never enters 
; the Nirvāna but is reborn again and again svdtantryena in order to benefit mankind ); or 
vhat- whethor Abhinava means that Bodhisattvas, etc., receive an appropriate body in 
almi- Heaven. Or could he even mean (since heaven is ७ rather crude notion for Bodhi- 
hiewe sattvas and Jivanmuktas ) that the Bodhisattvas recei ve the dharmakaya ? 

š h 2. Visrantilabhoh really means rasapratitih. 
ainly 3. A passage from the A. Bh., Vol, II, p. 48] ( abhydya 8 ) has an important 


ge of bearing on this issue, Hero is the Sanskrit text : 


:eds ) ¢ एबं तावद्वीररौद्रशङ्गारा यथास्वं (कि) युमर्थत्रयप्राण भूतत्वेन वर्तमाना, cag प्रयोगेषु झान्त- 
ire is बीभत्सरसौ तु चरमपुमर्थयोगात्‌, तत्र च सर्व॑स्य नाषिकारो, अपि कस्यचिदपश्चिमजन्मनो5धिकारात्‌ | 
ight) नाटके यद्यपि तत्फलप्रधानतया प्राथान्यमवलम्बेयातां, तथापि नासौ प्रचुरप्रयोग इति तयोः पुरुषार्थ 

प्रवरप्राणितयोरपि वीरादिरसान्तराद्यावापेनावस्थापनम्‌। एवं तावत्पुमर्थविषयो रूपकरसविषय एव परमार्थतः, 
ed in तथापि लितिदृत्तवैतत्याद्रसान्तरप्रयोगोडपि तदङ्गतया तत्र भवति | 


The passage has been translated by Professor Wright, BSOAS, Vol. 26, 963, 
p. 5: ५ Thus vira, raudra, $rigára (are used there) respectively, occurring in 
these works by being engendered by (the aims of the character portrayed ) dharma, 
ariha and kama, while §inta and bibhatsa occur in connexion with moksa. But not 
' they every character can carry the main role in this (latter ) case, only the occasional 
saint, Although in the nataka, Santa or bibhatsa may be the principal rasa when 
mokya is the principal goal, this is not a common practice, so they, although en- 
gendered by the best of human aims ( the character's pursuit of moksw ) are consider. 
ed subordinate to the other rasas — vira, raudra, and $r&gára. Thus the main rasa 
of a drama is really governed by the purusartha it portrays, but other rasas occur 
andey, in support of it as aresult of the variety of subject matter included. 
twelve 4 What does Abbinava mean by अत एवं शान्तस्य स्थायित्वेऽपि अप्राधान्यम्‌ १ 
How are we to take sthayitva? We can translate as “ firmly entrenched बह कद 
Abhinavagupta is simply insisting that &intarasa is actually present in the Nagds 
nanda, 
XX 


?rfor-- 
even 


eous ) 
em to 
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Jimntavahana.! With this thought in mind, Bharata will say ( NS,XVII.II) 
while defining a Nataka, that “it is possessed of qualities such as wealth, 
flirtatious ways, etc. "." This means that a dramatist should introduce 
into the Nataka allkinds of actions in which opulence and flirtation are pre- 
dominant and in which emphasis is placed on the two goals of life, artha 
and kama, because such actions have the charming purpose of winning a 
sympathetic response from all people (i.e. because such actions have a 
universal appeal). We will describe this in that very section ( dealing with 
the definition of a Nataka). With this in mind, Bharata will not prescribe 
any jatyamsaka in santa. Hence the view ( of some) that Santarasa does 
not exist in as much as Bharata has not prescribed any jatyamsaka in its 
case, is refuted. 

Others however say : “ Jimütavahana saved an old woman who needed 
protection, and who said: ‘Oh son, who will save you ११६ He had no 


l. Bysaying that $ünta is apradhana, Abhinava is not necessarily saying 
that $antarasa can never be pradhana, but only that it is not the pradhdnarasa in this 
particular play, But it is an odd statement, since if any emotion is prominent in the 
Nagananda it is inta. Srigdra is brief in its appearance, and vira almost non-existent, 
Perhaps Abhinava was conceding a point belaboured by his critics. But if he does not 
allow £antarasa as pradhana in this play, where was it pradhana? For this is the 
only play Abhinava quotes in the context of Santarasa, and indeed the only play that 
all the early writers quote, Therefore, by implication, it would seem that Abhinava 
concedes that §inta is never the pradhanarasa in drama, But then what does he mean 
by saying that it is the most important (and he uses the very word pradhdna ), of all 
the rasas? Seo Locana on the third Uddyota, p. 394 : मोक्षफलत्वेन चाय परमपुरुषार्थनिष्ठत्वात्‌ 
सवैरसेभ्यः प्रधानतमः | 
2, NS.,XVIIL II (G. O. S., Vol. II, p. 488): | 
नानाविभूतिभिर्युक्तम्राद्वेविलासादिमिर्णुणेश्रेव | अङ्गप्रवेशकाढ्यं भवति हि तज्ञाटक॑ नाम ॥ 

* That which is called nataka is accompanied by diverse kinds of spendour (i. e 
according to Abhinava, by the magnificence of dharma, artha, kama and moksa) 
( in general), and (in particular) it is possessed of such qualities as wealth, flirtatious 
ways, ote, It is richin ankas (acts) and pravesakas (minor scenes ) ". 

3. The topic of the jatyam$skas is discussed in stanzas ]-38र्ग the NS XXIX 
(Vol. IV of the G. O. 8. ed.) This same objection is raised in the A. Bh., Vol. IV, 
p. 78: nanu gantarase na kenacid amésakena ganam wktam, The reply that Abhinava 
gives is curious : vismaranaSilo’ si, smaryase(te) uktam hi- na füntarasapradhànatà 
prayogasya bhavati, sato’pi (surely wo must read sann apt) hi rasántaroparakta. 
eva prayogayogyo ndnyatheti, But where has this been said? Not in the N itself, 
Nor do we find this actually quoted in the A. Bh. Perhaps Abhinava is in fact 
referring to this idea (and not the actual words) as explained in the 4. Bh. in the 
$antarasaprakarana, The passage is puzzling. 

4, Nügünanda IV, I0. Sankhacida’s mother is speaking, asking who will save 
her son: हा पुत्रक, यदा नागलोकपरिरक्षकेन वासुकिना परित्यक्तो$सि तदा कस्तेऽपरः परित्राणं करिष्यति t 
Just at that moment Jimiitavahana appears (nano aham ) and offers to help (amba, 
md bhaisth ). The mother had said she would end her own life as well (IV, under 
v. 90 — tad ihaiva tvaya saha marisyami), so Jimūtavāhana saves her life by his 
action too, 
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power. He wanted to harm nobody." We agree with this. Should it be 
further argued that there is no power, .... .. of Bodhisattvas (?). But the 
Sàstra does not teach by means of kakataliya(nyaya)(?).’ Therefore it is 
proved : utsaha is principally intended ( in this play and therefore vira is the 
major rasa), and it is characterised by compassion. (In the Nagananda ) 
other moods (like love for Malayavati, detachment, etc.,) become subsidiaries 
according to the circumstances ( yathayogam ). As has been said: 
तच्छिद्रेषु प्रत्ययान्तराणि संस्कारेभ्यः । ˆ 

And so we have refuted the contention that anubhavas cannot exist because 
of a complete absence of action ( in the case of the man who is Santa), When, 
however, one has reached the culminating state ( of Santa) and all anubhavas 
are absent, this ( Santa) cannot be represented. In love and sorrow, etc.,also, 


in the culminating stages,’ it is correct that there is no possibility of represen- 
tation. 


Sympathetic indentification however is possible for those who have 
(planted ) in them the samskaras that are the seeds of such knowledge of the 
Truth. As Bharata will say : 


“ People devoid of passion ( take delight) in moksa ". ° 


l. Sakti$ cüsya na kdcid to $ástram upadigsti : we cannot, in spite of 
repeated attempts and devious explanations, make any sense of this passage. 

2. This is very curious, for in the Locana ( p. 393) Abhinava has said that 
dayávira, is only another name for $intarasa and that it is not to be regarded as a 
variety of virarasa, since Bharata has recognised only three varieties, dünavira, 
dharmavira and yuddhavira, Now he has just said that Sdntarasa is not the 
pradhánarasa of the Nagdnanda, But dayávira is, How are we to solve this con- 
tradiction ? 

3. Does this passage, anye tu vyabhicdrino, etc., mean that in the Nagd- 
nanda other emotions like love for Malayavati, detachment, etc., become subsidiary 
to dayávira according to circumstances? 

4, Yogasitra, LV. 27, We don't know what Abhinava means, 

5. What is the culminating stage of karunarasa — death ? 

6. This is NŠ., XXVII, 58. It is one of Abhinava's most important reasons 
for thinking that Bharata really did feel that there was such a thing as moksa that 
could be dramatically treated and displayed on the stage. Here is the verse : 

तुष्यन्ति तरुणाः कामे विदग्धाः समायाश्रिते । अर्थेप्वर्थपराश्चैव मोक्षे चाथ विरागिणः ॥ 

* Yoang people are delighted with (watching spectacles of) love, the learn, 
ed with ( watching spectacles concerned with ) doctrinal matters ( philosophy ), those 
interested in wealth are delighted with (watching spectacles concerning) material 
gain, and those without passion are interested in ( spectacles dealing with ) moksa "', 

This is certainly curious, for one wonders just where Bharata would include such 
spectacles, i. e, under what rasa? It is odd that he should be silent on such an 
important point, Perhaps the verse is not by Bharata himself. Note verse 6! : 

धर्माख्यानषुराणेषु वृद्धासुष्यन्ति नित्यशः | 

What would the rasa be of such dharmakhydnas and puránas t 
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( After all, ) not everybody is always sympathetic to everything. For 
instance, a man whose nature is heroic ( will not sympathetically identify with 
a character ) in bhayanaka. Objection : “ How can a heroic type of person 
take any delight in such a presentation?”' The reply is : in a work 
where this (Santa) is presented, surely there is one or other of the ( other 
rasas) such as $rfgara, vira, etc. since the work is intended to be 
useful to the goals of life ( other than liberation ). Its aesthetic relish is 
grounded in Santa (however). In Prahasanas, etc. too, where hasya, etc., 
are principal, the aesthetic relish is grounded in other rasas which arise 
in their wake (anunispadi). According to some, the justification for the 
exposition of the different drama-types is the intention to cater to aesthetic 
enjoyment in the case of different kinds of spectators ( adhikarin ). Theres 
‘fore Sintarasa does exist. And so in (certain) old manuscripts,’ after 
the passage? “ we will show how the sthayibhavas develop into the rasas ", 
is read the definition of santa in the phrase * What is called Janta has 
for its sthayibhavas Sama,” etc. In this connection, the aesthetic enjoy- 
ment of all rasas is similar to that of santa, because it (i. e. this 
aesthetic enjoyment ) is turned away from actual sense-object contact. [ Be- 
cause we are particularly concerned with one rasa, except that it is mixed with 


l. Inthe Locana Abhinava has simply replied to this important question 
with an arrogant response (p. 392-393). Here he considers it more seriously ( the 
Locana was written before the Abhinavabharati, for we find that the A. Bh. refers to 
the Locana, e. g. p. 343, Vol. I: तच्च मदीयादेव TRAWA सहृदयालोकछोचनादवधारणीयम्‌ | ) 

But it is interesting that his reply makes bad sense, For he is saying that 
there are other rasas in every Santa play which will appeal to other people. This 
is of course true, but not a reply to the important objection that śāntæ is not an 
emotion that belongs to mankind universally, whereas the other rasas are, He fails to 
catch the point that it is qualitatively different from tho example he counters with, 
namely that a rira will take no pleasure in bhaydnaka, He might not, but he could, 
since he must be aware of fear in himself though it may not be dominant. Cf, the 
curious remarks on p. 323 of the A. Bh., Vol, I, last 3 sentences of the first paragraph, 

2. From this passage : तथा च चिरंतनपुस्तकेपु स्थायिभावान्‌ etc. it is clear that 
$antarasa was defined, in certain MSS before all the other rasas, and not after them, 
For these words, stháyibhaván, etc., are the last words before the description of the 
eight rasas. But note that inthe A. Bh. Abhinava does not comment directly on 
whatever he read there, Why? Isit because he did not believe it was part of the 
NS? Itisin fact quite possible that this section on séntarasa was a totally separate 
“ book ”, not intended to fit into the NS atall. In any case, it could not have come 
at the end of the rasa section, i, c. the end of the sixth adhydya as it is printed in the 
G. 0, 8, edition. 

3. Does he mean: (a) “I do not have $üntain my text”; or ( b) “Itis 
given in the beginning only in some books"? The implication is that most MSS 
did not contain a &intarasaprakarara, Oddly enough Abhinaya does not justify this 
ommission, 
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other latent mental impressions (vasana).?]! In order to indicate that 
it (Santa) is at the root of all (rasas), it was named at the beginning. 
In ordinary worldly dealings, one does not mention separately a thing 
common to all, and so its sthayin was not separately given. But even a thing 
which is common to a number of other things deserves to be separately 
reckoned by the discriminating man, and so it (Santarasa) has become separate 
as the object of cognition in the form of the aesthetic enjoyment of the 
spectator who is admitted to be a discriminating reader. In the Itihasas, the 
Puranas, dictionaries, etc., we hear of nine rasas as well as in the revered 
Siddhantasastra. Thus it is said : 


* He should display the eight rasas in the places alloted to the eight 
gods. And in the centre he should display Santarasa in the place of the 
supreme God ( Siva jt X 

Its vibhavas are vairagya, fear of samsara, etc. Sànta is known through 
the portrayal of these. Its anubhavas are thinking about moksa-texts, etc. 
Its vyabhicaribhavas include world-weariness, wisdom, contentment ( dhrti ), 
etc. And as bhakti and $raddhà which are directed towards meditation on 
God and which are reinforced by smrti, mati, dhrti and utsáha, are in any case 
( anyathaiva) helpful (to santa), neither of them should be counted as a 
separate rasa. Here is a Sangrahakarika on this matter : 


* Santa rasa isto be known as that which arises from a desire to 
secure the liberation of the Self, which leads toa knowledge of the Truth, 
and is connected with the property of highest happiness ". š 


l. We cannot arrive at a meaning for this sentence, 

2. This refers, most likely, to the drawing of a mystic circle (cakra) as 
praetised in Tantrie rituals, The eight gods are represented on the outside of the 
circle. By pradarégayet probably “ likhet ™ is meant, The point is that one draws the 
gods, and then writes in underneath the rast that accompanies them. There is one 
difficulty however: devmdeva must refer to Siva. Now in the NŠ, VI. 44 (Vol. I, 
p. 299) Siva is given as the god of raudrarasa (raudro rudrüdhidaivatyah ). Mores 
over, in the A, Bh. commentary on that stanza, Abhinava has associated $ántarasa 
with the Buddha! “ बुद्धः शान्तेऽन्जजोऽद्भते ” इति झान्तवादिनः केचित्‌ पठन्ति | But as this 
is a quotation from a different (and untraced ) source, it need not agree with the WS, 
One can also take rpa to refer to the actual pictorial representation, Pradargayet 
would, therefore,mean “draw”. One should draw each of the gods according to the 
rasa, i. o. such and such a god looking angry (raudra), another looking amorous 
( $ragara ), ete., and Siva should be shown in samadhi. In the original, the genitive in 
astanam devandm might also be taken as used in the sense of sambandha (astadeva- 
sambaddhan rasan). The idea is that the eight rasas are to be pictorially represented 
as symbolised by the eight presiding gods, i, e., by means of the characteristic forms of 
the eight gods, 

3. This is a verse actually found in the so-called $üntarasaprakarara of the 
NS (p. 333, Vol. I, 4, Bh), introduced with the words: atraryah Slokag ca bhavanti 


( Continued on next page 
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By the three adjectives qualifying Santa in this verse, the vibhavas, sthayi- 
bhava and anubhavas are shown respectively. i 

** Various feelings, because of their particular respective causes arise 
from Santa (a state of mental calm ). But when these causes disappear, they 


melt back into Santa ".' 


In this verse and others it has been summarily shown that Santa is the 
source of (all) other rasas. 


As for the statement that will be made by Bharata? to the effect that 
in the Dima (type of drama ) there are six rasas, excluding both hasya 
and $rügara, here is what is meant: by giving the definition : “ It is based 
on a composition with an exciting rasa", there can be no question at 
all of Santa, as it is opposed to raudra which is predominant (in the 
Dima). 30 what is the point of (separately) excluding it ? Since santa 


Continued from previous page ) 
( which is really incorrect, since there are only two Gryds and three Slokus. The dual 
@rye, therefore, should have been used ), The reading is slightly different. The last line 
reads : नैःश्रयसोप दिष्टः शान्तरसो नाम संभवति | It is clear from this quotation that Abhinava 
is nob commenting on the actual passage of the Ns. 

The following remark of Abhinava does not seem to agree with the stanza, 


For how can nih$reyasa be said to represent an anubhava? The first two correspond, 
but not the third. 


l. NŠ, VI, 87, p. 335. 
2. See NŠ, Vol. IIL, p. 705, 
3. This is NS. 8. $5, under the definition of Dima. Here is the passage 
from the NK, XVIII, 83 ft. (Vol. Il, p. 443 G. O. 8. ed.) = 
डिमलक्षणं तु भूयो लक्षणयुक्त्या प्रवक्ष्यामि। 
प्रख्यातवस्तुविषयः प्रख्यातोदात्तनायक्चैव ॥ 
षडूसलक्षणयुक्तश्वतुरक्की वै डिमः कार्यः | 
शङ्गारद्दस्यवर्जः दोषैः सर्वे रसैः समायुक्तः ॥ 
दीप्तरसकाव्ययो निर्नाना भावोपसंपन्नः । 
And verse 88 : षोडषनायकवडुल: सात्त्वत्यारभटिवृत्तिसंपन्नः | 
Now Abhinava’s argument is this: Dima deals mainly with raudrarasa, 
There can be no question of $in/a ab all, and so £ánta was not specifically excluded by 
Bharata, We can also translate the sentence शान्तासंभवे g दीप्तरसकाव्ययोनिरि्येतेन, etc., as 
follows : “ Since santa is impossible, what else can be excluded but §rigara and hdsya, 
by the phrase * viz. the Dima has as its source ( i.e. is based on ) an exciting theme’! 
Had ho said ( merely) that it can be associated with six rasas (and had he not said 
diptarasakávyayonih ), then there would be the undesirable contingency of that 


(i.e. $inia ) being included. ” As for the sentence शान्ते तु सात्त्वयेव वृत्तिरिति न daa | 
वच्छेंदकमेवैतत्‌ (p. Il6), we think the na should be dropped (Raghavan notes that MSS, 
M and G omit it). If we do so, the translation of the sentence will be as follows: ` 
« But Santa uses only the salvati style, and therefore this ( qualification, namely 
sdttvatydrabhativrttisampannak ) is quite sufficient to exclude it. ” 


( Continued on neut page 
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is impossible and since the Dima has as its source (i, e. since it is based 
on) an exciting rasa, what else can be excluded (but Santa)?! Had he 
(only ) said that it can be associated with six rasas, excluding $rigara and 
hasya, ( without adding the qualifying phrase diptarasakavyayonih ), Santa 
would not have been excluded. Objection : “ This quarter stanza ( diptarasa- 
kavyayonih ) excludes karuna, bibhatsa and bhayanaka as predominant rasas. ” 
This is not true, because when (he says) that the ( Dima) is associated 
with the styles called Sattvati and Arabhati? they are automatically excluded 
(since they belong to the style Kaisiki). But Santa uses only the Sattvati 
style, and therefore this ( qualification ) alone would not be enough to exclude 
it. And therefore the definition of the Dima, far from arguing against the 
existence of Santa, is evidence for its existence. Srügàra however would be 
possible (in a Dima) because (demons) make love in a violent manner.® 
Hasya is helpful to Segara and therefore only their exclusion was specifically 
mentioned, because both are possible (and only a possible thing can be 
excluded, but not an impossible thing such as Santa). 


Because ( Santa) is common to all (rasas), it would be improper to 
name especially a colour* or god* (that is appropriate to it, as one has 


Continued from previous page ) 

Abhinava's point is this: all the six rasas are diptarasas, except for santa. 
This word, therefore, excludes §inta, for otherwise there would be no point in saying 
diptarasa, since that is just what the other six are (though this is in fact wrong, since 
there is no reason to believe that Bharata uses each adjective to exclude something ). 
Surely this is tautologous in the sense that it is an explanation of gadrasa, Bharata is 
not so subtle as Abhinava wants him to be, 

l. In an important article ( Vrtti in Daga ripakavidhanddhyaya of Abhinava- 
bharati, B. S, 0. A. S. 963, p. II3), Professor Wright translates Abhinava’s comments 
on the Dima passage, Unfortunately, he has been misled by the use of the word syát 
into misunderstanding the passage, The passage in the A. Bh, reads ( Vol. IT, p. 443, 
l-3) : नाटकतुल्यं सर्वमन्यत्केवल संधीनां चासमग्रता च झज्ञारहास्यवर्ज पड़सत्वे पर्यायेण शान्तस्य प्रयोगः 
स्यादिल्याह दीप्तरसेति | This Professor Wright translates as follows: “All is as in the 
nátaka, the only difference is the incompleteness of sandhis and rasas. diptarasa — 
enjoins the use of &in/a since (in its normal sense) it would be ( tautological, being ) 
synonymous with the injunction that it should have six rasas to the exclusion of 
árigára and hdsya”, But $intasya prayogah sydd does not mean « enjoins the use 
of Santa” but precisely the opposite, namely that unless this adjective were there, 
$dntarasa would be included, which is precisely what is not wanted. Sdntarasa is 
excluded from the Dima, not included, as is clear from the &intavasaprakarana, 
Paryüyena in the above quotation is obsenre, and we can make no sense of it, 


2. Note that bhayánaka is associated with drabhati ! (NS, ILL, p. 06. ) 

3. Abhinava has taken this notion of demons making love in a violent manner 
from the N S definition of Raudra, Vol. I, p. 322 : ZARA तैः प्रायशः प्रसभं सेव्यते | 

4. The colour of ‘dnta is scaccha ( Vol, I, p. 298—s vacchapitau samadbhutau), 

5. The god of fán/a is, note this, Buddha ! NS, Vol. 4. p. 299 : 


“ बुद्धः शान्ते5ब्जजो5छ्भुते ” इति शान्तवादिनः केचित्‌ पठन्ति | बुद्धो जिनः परोपकारेकपर: प्रबुद्धो वा । 
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done for the other rasas ), but they have been invented (by some). And so the 
reasonableness! of anta has been shown. Its truenature is hasya.(2!)? 
Vira and bibhatsa tend to lead towards it. Therefore there is in the case of 
fdnta the advice about the practice of yama, niyama, meditation on God, etc. 
It stands to reason that it leads to a great result (i. e. moksa ), asit eschews 
enjoyment (of worldly objects) ( anupabhogitaya ),* that it is more important 
than any other (rasa), and that it pervades the entire plot (7). And so 
enough of further elaboration. 

What is the nature of its true relish ? It is the following : The nature 
of the soul is tinged by utsaha, rati, etc., which are capable of imparting 
their ( peculiar ) tinges to it. It is like a very white thread that shines through 
the interstices of sparsely threaded jewels. It assumes the forms of all the 
various feelings like love. etc., ( which are superimposed on it ), because all 
these feelings are capable of imparting their tinges to it. Even then ( tatha- 
bhavenapi ) it shines out ( through them ), according to the maxim that once 
this Atman shines, (it shines for ever). It is devoid of the entire collection 
of miseries which consist in (i. e. which result from) turning away 
(from the Atman ). Tt is identical with the consciousness of the realisation of 
the highest bliss. It takes its effect through the process of generalisation ° 
in poetry and drama. It makes such a heart (i. e. the heart of the sensitive 
spectator or reader ) the receptacle of an other-worldly bliss’ by inducing a 
peculiar kind of introspection ( antarmukhavasthabheda ). 

) There are only these nine rasas, because only they deserve to be taught, 
as they are useful to the (four) goals of life or are exceptionally pleasant. 


- l. Following the reading ७७७७७०८७४६ ca in M. and G. ( Raghavan, p. l46 ). 

2. Does sativabhürah ‘mean sütteikabhavah ? “Its süttrikabhaca is hasya E 
But now can Àásya be regarded as a sdttvikabhava? Raghavan implies that this is 
gorrupt. Perhaps we could emend as follows : Santo hi kaso ‘sya. Hasa would stand 
for the smile of joy. Or one thinks of Siva'sattahása, Note the idea of the white 
colour associated with Santa, 

3. Raghavan implies that this is corrupt, But perhaps the meaning is this : 
vira and bibhatsa tend to lead towards Santa, Bibhatsa, because it creates jugupsá, 
vira, because after all it is the major rasa of the Nagananda, 

4. We follow the reading anupabhogitaya ( as in Raghnvan's I940 ed, p. 05 ). 
In the I967 ed. ( p. I26), Raghavan has adopted the reading abhinayopayogitayá. Thus 
the phrase abhinayopayogitaya maháphalatram would mean : “It stands to reason that 
it leads to a great result (namely moksa ) by reason of its being useful for acting.” But 
we cannot see in what sense Santa can be said to be “ useful for acting”, nor how 
its being useful for acting would lead to moksa, 

5. This is only a partial analogy, and we cannot know exactly what Abhinava 
meant, 

6. Is sddhdranataya a reference to sédharanikarana ? I.e. do the vibhdvas 
etc., undergo the process of depersonalisation necessary in the theatre ? 

7. Lokottardnandanayanam is a bahuvrihi compound; लोकोत्तरस्यानन्दस्यानयनं 


यस्मिन्‌ | 
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Therefore, what others say, namely that this restriction on numbers is 
because only these nine are well-known to enlightened literary critics, though 
other rasas are possible, has been refuted. This will be explained in the chapter 
on the bhàvas. It is wrong to say that affection, with a sthayibhava of being 
moved (4rdrata ) can be a rasa, because affection is ( nothing other than) 
attachment, and all attachment culminates in rati, utsaha ( or some other such 
accepted sthayibhava). For instance, the love ofa child for its mother 
and father terminates in(i.e. can be included under) “fear”.? The 
affection of a young man for his friends terminates in rati. The affection, 
as of Laksmana, etc., for his brother terminates in (i.e. can be included 
under) dharmavira. The same is true (of the affection) of an old man for 
his son, etc. The so-called rasa “cupidity” with the sthayibhava of “greed” 
can be refuted in the same manner, because it will terminate in some other 
( sthayibhava ) such as hasa or rati. The same holds true of bhakti. 


Dasarupaka, YI, 4 and commentary thereon : 
अथ धीरोदात्तः — 
महासच्चोऽतिगम्भीरः क्षमावानविकत्थनः | 
स्थिरो निगूढाहङ्कारो धीरोदात्तो =eqa: ॥ 


Avaloka : 


Ferra: शोकक्रोधायनमिभूतान्तःसत्तः, अविकत्यनः अनात्मश्चाधनः, निगूढाहङ्कारः 
विनयच्छन्नावलेपः, दृढव्रतः अङ्गीकृतनिर्वाहको धीरोदात्तः, यथा नागानन्दे जीमूतवाहनः-- 
fina: स्यन्दत एव रक्तमद्यापि देहे मम मांसमस्ति | 

तृप्ति न पश्यामि तवैव तावत्किं wed विरतो गरुत्मन्‌ ॥ 
यथा च रामं प्रति- 

आहूतस्याभिषेकाय विसृष्टस्य वनाय च | 

न मया छक्षितस्तस्य खब्पोऽप्याकारविश्रमः || 


l. Of, the A. Bh.I,p. 298: 

एतावन्त एव रसा इत्युक्तं पूर्वम्‌ | तेनानन्त्येउपि पार्षदप्रसिद्धवैतावतां प्रयोज्यत्वमिति यद्भट्टलो- 
wea निरूपितं तदवलेपेनापरामृद्ये्यलम्‌ | 

“We already said earlier that there are only these many rasas. So that 
when Bhattalollata says that really there are an endless number of rasas, but that 
these ( eight alone ), since they are familiar to the audience (pársada ), are fit to be 
portrayed, he says this without thinking, out of haughtiness, ” 

2, The point seems to be that a child is afraid of its mother and father, and 
its * love " can therefore be included under bhaydnaka ! 

3. This is not a very good argument since surely these feelings are different 
in kind from $rigara, 

XXI " 


44 शान्तरस 


aeq केषांचित्स्येर्यादीनां सामान्यगुणानामपि (नायक- ) विशेषळक्षणे कचित्संकीर्तनं 


तत्तेषां तत्रांधिक्यप्रतिपादनार्थम्‌ | 


ag 'च कथं जीमूतवाहनादिर्नागानन्दादाबुदात्त इत्युच्य ति? औदात्त्ये हि नाम 
सर्वोत्कर्षेण वृत्तिः, तच्च विजिगीषुत्व एवोपपश्चत, जीमूतवाहनस्तु निर्जिगीषुतयेव कविना 
प्रतिपादितः । यथा-- 


तिष्टन्माति पितुः पुरो gË यथा सिंहासने कि तथा 

यत्संवाहयतः सुखं हि चरणौ तातस्य, किं राज्यतः | 

किं मुक्ते मुबनत्रये धृतिरसौ uen या गुरो- 

रायासः ag राज्यमुञ्झितगुरोस्तत्रास्ति sg: || 
इत्यनेन । 

Rating Basi aA क्रमागतम्‌ | 

ad याम्यहमप्यष यथा जीमूतवाहनः ॥ 
इत्यनेन च | अतोऽस्यात्यन्तदामप्रधानत्वासरमकारुणिकत्वाच्च वीतरागवच्छान्तता | अन्य- 
च्ात्रायक्तं, यत्तथाभूतं राज्यसुखादौ निरभिळाषं नायकमुपादायान्तरा तथाभूतमळयवत्यचु- 
uade, | यच्चोक्तम्‌ t सामान्यगुणयोगी द्विजादिधौरशान्तः? इति तदपि पारि 
आाघ्रिकत्वादवास्तबमित्मभेदकम्‌। अतो वस्तुस्थित्या ुद्युविष्टिरजीमूतवाहनादिव्यवह्ारा 
शान्ततामाविर्भावयन्ति | 

अत्रोच्यत यत्तावदुक्तं Satin दृत्तिरोदात्त्यमिति न तञ्जीमूतबाहनादौ 

परिहीयते | न हवेकरूपे् विजिगीषुता | यः केनापि झऔर्यत्यागदयादिनाऽन्यानतिशेते स. 
बिजिगीषुः, न यः परापकारेणार्थग्रहादिग्रवृत्त: | तथात्वे च मार्गदूषकादेरपि धीरोदात्तत्व- 
प्रसक्तिः | रामादेरपि जगत्पाळनीयमिति दुष्टनिग्रहे प्रवृत्तस्य नान्तरीयकलेन भूम्यादिछाभः। 
जीमूतवाहनादिर्तु प्राणेरपि परार्थसंपादनाद्विश्चमप्यतिरोत इत्युदात्ततमः | यच्चोक्तं 
८ तिष्टन्माति ” इत्यादिना विषयसुखपराइ्मुखतेति, तत्सम्‌ — कापण्यहेतुषु खसुख- 
तृष्णासु निरमिळाषा एव जिगीषवः | तदुक्तम्‌ we 

खसुखनिरमिछाबः खिसे लोकहेतोः 

प्रतिदिनमथवा ते वृत्तिरेवंविधेव । 
अनुभवति हि मूर्धा पादपस्तीत्रमुष्णं 
शमयति परितापं छाययोपाश्रितानाम्‌ || इत्यादिना | 
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मळ्यवत्यनुरागापवर्णनं लशान्तरसाश्रयं झान्तनायकतां प्रत्युत निषेधति । इान्तत्वं 
चानहंकृतत्वं, तच्च विप्रादेरौचित्यप्राप्तमिति वस्तुस्थित्या ATX: शान्तता न परिभाषामात्रेण | 
बुद्ध्जीमूतत्राहनयोस्तु कारुणिकत्रात्रिशेषेऽपिं सकामनिष्कामकरुणत्वादिधर्मत्वा द्वेः | अलो 
` जीमूतवाहनादेधीरोदात्तत्वमिति | 
Dasarupaka IV. 35 and commentary thereon : 
रत्युत्साहजुगुप्साः क्रोधो हासः स्मयो भयं शोकः | 
शुममपि केचित्माहुः alag नेतस्थ ॥ ; 
इह झान्तरसँ प्रति वादिनामनेकधा विप्रतिपत्तयः | तत्र केचिदाहुः — नास्त्येव 
शान्तो रसः, तस्याचार्येण विभावाद्यप्रतिपादनाछुक्षणाकरणात्‌ | अन्ये तु वस्तुतस्तस्या- 
भावं Vara, अनादिकालप्रवाहायातरागद्वे षयोरच्छेत्तमराक्यत्वात्‌ । अन्ये तु वीरबीभव्सादा- 
वन्ता वर्णयन्ति | एवं वदन्तः झाममपि नेर्च्छान्त | यथा तथास्तु | सर्वथा नाटकादाः 
बभिनयात्मनि स्थायित्वमस्माभिः sme निषिध्यते — तस्य समस्तव्यापारप्रविळमरूपस्या- 
भिनयायोगात्‌ । 
यत्तु कैश्चिन्नागानन्दादौ शमस्य स्थायित्वमुपवणितम्‌, तत्त मळ्यवत्यनुरागेणाऽऽः 
प्रबनधप्रबृत्तेन विद्याधरचक्रवर्तित्वप्राप्त्या विरुद्धम्‌ । न हयेकानुकाथेविभावालम्बनौ विषयानु- 
रागापरागाबुपळव्धो | अतो दयावीरोत्साहस्यैव तत्र स्थायित्वं, तत्रैव Rene uad 
ama फळलेनाविरोधात्‌ | ईप्सितमे च aaa कर्तव्यमिति परोपकारप्रवृत्तस्य विजिगी- 
षोर्नान्तरीयकलेन फळं संपद्यत इत्यावेदितमेव प्राक | अतोऽषटतरे्र स्थायिन 
Dasarupaka IV, 45 and commentary thereon : 
शान्तरसस्य चानमिनेयत्वादू यद्यपि नाव्बेऽनुप्रवेरो नास्ति तथापि सूक्ष्मातीतादि- 
वस्तूनां daly शाब्दप्रतिपाद्यताया विद्यमानत्तात्‌ काव्यविषयत्वं न निवार्यते, अतस्त- 
दुच्यते | 
j शमग्रकर्षोडनिवाच्यो मुदितादेस्तदात्मता । 
शान्तो हि यदि तावत्‌ 
“न यत्र दुःखं न सुखं न चिन्ता न द्वेषरागो न च काचिदिच्छा | 
रसस्तु शान्तः कथितो मुनीन्द्रेः सर्वेषु भाविषु इामप्रधानः |)” 
इलेवंळक्षणः, तदा तस्य मोक्षावस्थायामेवामखरूपापत्तिङश्गणायां प्रादुर्भावात्‌ ( प्रादुर्भाव: ), 
तस्य च खरूपेणानिवचनीयतां श्रतिरपि - “ स एष नेति नेति ” — इत्यन्यापोहरूपे 
णाह | न च तथाभूतस्य शान्तरसस्य सहृदयाः खादयितारः सन्ति, अथापि तदुपाय भूतो 
मुदितामैत्रीकरुणोपेक्षादिलक्षणस्तस्य च विकासविस्तरक्षोभविक्षेपरूपंतैवेति तदुक्त्यैव शान्त- 
रसास्वादो निरूपितः | 
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Translation of the Dagarupaka, I, 4 : ' 

Now the definition of the dhirodatta ( nayaka )° is given. 

«The dhirodatta ( nayaka) is a great being, very profound, tolerant, 
not boastful, steady; his sense of ego is kept in check and he is firm in his 
commitments.” 

Translation of the Dasarupakavaloka on II, 4: 

** Great being ” means that his inner nature is such that he does not 
experience sorrow, anger, etc, “ Not boastful” means that he does not 
praise himself. “ His sense of ego is kept in check” means that his pride is 
hidden by modesty. ''Firm in his commitments ? means that he carries out 
till completion whatever he agrees to do. An example of this dhirodatta 
(nayaka ) is Jimatavahana in the Nagananda : Š 

^ Blood is oozing from the openings in my veins, and on my body 
there is still flesh. O Garuda, I see that you are not yet satisifed, so why 
have you stopped devouring me?” 

Or as with regard to Rama ( it was said): * 

«J did not perceive the slightest change in his appearance, neither 
when he was called to be consecrated ( as king), nor when he was banished 
to the forest”. 

When in the definition of a particular type (of hero) there is à 
(special) mention of some of the general qualities like firmness, 5 ete; 
(mentioned in IL. -2), that (special mention) is intended to show that 
those qualities are present in this particular (hero) in a very great degree. 
Objection : How can you say that Jimütavahana and other similar heroes, 
in the Nagananda and other such plays, are exalted ( udatta)? Because 
exaltedness means superiority to all others * and is possible only in the case of 


4. We have used the edition by Pandit Sudarshanachirya Shastri, printed at 
the Gujarati Printing Press, Bombay, ]ाय, This contains a brief commentary, mainly 
on the Avaloka, by the editor. 

2. Ibis somewhat odd that Dhanañjaya should give, as one of the four types 
of heroes, the dħiraśāntæ ( p. 36), if he does not allow sdatarasa in dramas, 
Apparently he has in mind Cárudatta in the Mrcchakatika, Ab the very least, itis a 
bad choice of words. Note the dofinition ofthe éntanáyaka : सामान्ययुणयुक्तस्तु चीरः 
शान्तो द्विजादिकः , which would rule ont Jimitavihana, who is a Vidyidhara. 

3. Nüágánanda V, 6. 

4 Mahānātaka III, 23. 

5, The point seems to be that sthirah had already been mentioned in IL ) 
among the general characteristics of all nàyakas, Kesdmcit oonstrues with sthairyádi- 
nam, It doesnot refer to people of a diiferent persuasion (i.e. kesdmeit matanus 
sdrena ). Before vigesalaksane we should understand the word náyaka which makes the. 
sense clearer, 


6, Vrtti here does not moan * behaviour", It means only “ existence ", F 
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à man who has worldly ambition. ( vijigisutva ),! whereas Jimütavahana has 
been described by the poet ( Harsa) as devoid of worldly ambition, as for 
example in the following stanza : 


“ Does a man shine as ( brilliantly) when he is seated on a throne as he 
does when he stands on the bare ground before his father? Can the happi« 
ness he receives from his kingdom be compared to the happiness he derives 
from massaging the feet of his father? Is the contentment he experiences 
from enjoying the whole universe comparable to what he feels when he eats 
the left-overs from his father’s meal ? Kingship is indeed only a misery for 
the man who has abandoned his parents. Is there any virtue in such 
kingship ? ^? 

And also ( in the following verse ) : 

“In order to dedicate myself to serving my parents, I am going to 
renounce my inherited fortune and go to the forest, just as did Jimüta- 
vahana ” .* 

Therfore, because Jimitavahana is predominantly peaceful and because 
he is very compassionate, he is a Santa hero, like a sage who has subdued 
his passions. Moreover(?)? this is improper, that having introduced 
(upadaya) a hero who is without any desire for the pleasure of kingship, etc., 
the poet has indulged, in the course of the play (antara), in a description of his 
intense ( tathabhuta ) love for Malayavati. As for the statement: “ The dhira- 
Santa is a twice-born, etc., who is endowed with general virtues” (il, 4.5, 
(this definition ) is not realistic, because it is meant to be technical (or formal) 


l. Vijigisutoa literally means “ a desire to conquer” and is often used of 
kings and heroes, But here we think it has the larger sense of worldly ambition, 

2, Nágünanda, I. 6. 

3. Nāgānanda, I, 4, in the prostüvanü, spoken by the Sitradhara to intros 
duce Jimiitavibana, 

4. We take intald to construe with asya, In this case the argument is for 
Jimütavàáhana's being a dhiragantandyaka, But surely the whole point of the parva- 
paksa is not only that he is such a type of hero, but that this should further imply that 
the rasa of the Nayananda is santa. 

5, anyac ca means “and further, moreover", It cannot construe with ayuktam 
(to give ५ there is something else that is improper”), because there was no first thing 
given to which this would be the second. The construction is nonetheless peculiar, 
Understand idam between anyac ca and atra : anyac ca idam atrüyuktam, But itis 
odd that the Pirvapaksin should use an argument against himself, For he claims that 
Jimitavahana as a dhiraganca hero should not be open to sexual passion, As Dhanika 
will point out, this must be used against him. Why then should the Parvapaksin have 
provided such ammunition? However, since Dhavika accepts Carudatta in the Mrecha» 
katika as an example of dhiraginta, though he is greatly interested in sexual love, it 
is consistent on his part to use this as an argument against the possibility of dhira« 
&inta in the case of Jimitayabana, 
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and thus it is not exclusive.! Therefore, in reality, the behaviour of the 
Buddha, of Jimütavahana and of Yudhisthira shows that they are Santa heroes. 
Here is our reply ( to all the above points ) : First of all ( tüvad), the statė- 
ment * Exaltedness means superiority to all others” is not inappropriate to 
the case of Jimutavahana and others ( as you claim ), because worldly ambition 
takes many forms. If anyone exceeds others in heroism, or in liberality, or 
in compassion, he is said to be “ possessed of worldly ambition”. This 
description is not used in the case of one who wishes to seize wealth by harm- 
ing another person, otherwise we would find ourselves defending the ridicul- 
ous position that highwaymen are dhirodatta(nayakas) ! In the case of Rama 
etc., they felt that they must protect the world and so they set out to punish 
the wicked (and ) it was only incidentally ( nantariyakatva) that they obtain- 
ed (lordship over) the earth. But Jimütavahana and others like him were 
superior to all, because they were willing to give up even their own life to 
help others. And so they are to be regarded as the most exalted ( udattatama) 
(and not merely exalted ). As for the verse that begins : “Does a man shine”, 
etc., it is true that it shows ( Jimütavahana's ) revulsion from sensual pleasures; 
but those who are ambitious are not concerned with their own personal 
pleasures that are the cause of misery. Thus it has been said : 


y 


“ Indifferent to your own pleasure, you work hard for the sake of 
others. Or perhaps this is your natural disposition. For a tree carries on its 
head the most intense heat, and cools, through its shade, the heat of those who, 


Come to it for protection ( from the the sun ) ". s ) 


On the contrary, the description of ( Jimütavahana's ) love for Malayavati 
which is not in keeping with Santarasa, ( agantarasasraya ) rules out his being 


l. The Parvapaksin is objecting to Dhanafjaya's definition of the dhira- 
&üntanüyaka (IL, 4). He says that this definition is not realistic, but only technical, 
For it says that the dhirasantandyaka is endowed with the general qualities of a 
nayaka, These include such qualities as २६५४८७८६४७, madhuratva, daksatva, ete. Now 
these qualities are not all possible in the case of a dħiraśānta hero, because they are 
inconsistent with the state of being without desires which follows from his being a 
dhiraganta hero. It is only technical or formal since it is a consequence of his being 
a hero (in general). Since the possession of the general qualities is thus unreal in 
the case of a dhirasanta hero, it cannot be said to distinguish him from the other types! 
of heroes (abhedakam ). This means that according to the Parvapaksin, the definition 
of the dhiraganta hero as given by Dhananjaya is unscientific, One cannot help 
agreeing, for surely the differentiation that Dhanañjaya makes (namely that he is a” 
dvija and has the general characteristics of a hero ) is hardly consistent with Santa in 
any form, lis, therefore, most surprising that Dhanika, although he takes up and 
answers all the other objections, does not deal with this one ! It is almost as if he were 
admitting its justice, Could this possibly mean that he is himself criticising his brother 
under the guise of a Purvapaksin ? i 


2. Sakuntala, V, T. 
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a santa (i.e. a dhira$anta ) hero. The state of being tranquil involves the: 
absence of egoism, and this is naturally met with in the case of learned. 
Brahmins etc., and therefore learned Brahmins, etc., are really Santa heroes in. 
the real sense of the term and not simply in a technical or formal way. ` In: 
the case of the Buddha and Jim^tavihana, though it is true that there is no 
distinction in terms of their compassion (i.e. though they are both equally 
compassionate), still there is this difference : that the Buddha is compassionate: 
without any desire ( niskama ) and Jimiitvahana is compassionate with desire 
(sakama).! Thus it is established that Jimitavihana and others like him are: 
dhirodatta ( nayakas ). 

TRANSLATION OF THE Dagarfipaka IV, 35 ; 

* (The sthayibhavas are) love, energy, disgust, anger, mirth, amazement. 
fear and sorrow. Some add peace ( fama ), but it cannot be developed in. 
plays.” 

TRANSLATION OF THE Avaloka on IV, 35: 


There are a great number of differing opinions among disputants in 
the case of santarasa. Some say there is no Santarasa because Bharata did not 
mention its vibhavas, etc., and because he did not define it. Others, however 
argue that (regardless of whether Bharata mentioned it or not) in actual 
reality it cannot exist, because, ( they claim ), it is impossible to root out love ` 


and hate which have been continously cultivated (inside man) from time 
immemorial. Others claim that it can be included within vira, bibhatsa, etc. 
Those who speak this way do not accept even fama (as a sthavibhava ). 
Accept whichever opinion you like (yatha tathastu) ), in all events, however, 
we cannot allow $ama to be a sthzyibliva in a Nataka, etc., where acting is 
essential, because, after all, sama consists in the complete cessation of all 
activity and therefore cannot be acted out. As for what some have claimed, 
namely that in the Nagananda, etc., $ama is a sthayibhava, this is contrary to the 
portrayal of Jimütavahana's love for Malayavati, which persists right through ' 
the entire play and is also opposed to his (finally) obtaining the universal 
sovereignity of the Vidyadharas.! For we never come acoss both love for 
l. We are not sure which of the two senses of sakáma and misküma is 
meant hero, We have translated them in the Gitā sense of the terms. But Sylvain 
Lévi has translated this line in a discussion concerni ng types of náyakas as follows ; 
“En outre, Buddha et Jimütavühana ne peuvent étre classés ensemble; l'un et l'autre 
sont des modàles de compnssion, mais l'un est étranger à Vamour, l'autre y est sensi- . 
ble." (८ Théatre Indien”, p. 66, 2nd ed, ) Wetake it that Lévi refers to his love 
for Malayavati, 
2. This first criticism, that Jimütavàhana loves Malayavati, is of course true, 
It isa fault, of the drama, for in actual fact the description of Jimütavahana would 
( Continued on next page 
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sense-objects and detachment from sense-objects subsisting in one single 
character. And so utsália ( energy) connected with dayàvira (as the major 
rasa) is the sthayibhava (of the Nagananda ). For (in that play ) love being 
asubsidiary of that ( dayavirotsaha), there is no objection to the attainment 
of universal sovereignty as the final result ( of the dramatic action ). We have 
already said that even though an ambitious ( dhirodatta ) hero may set out 
with the primary object of doing good to others with a view to achieving 
that which is sought by them, worldly advancement may very well follow 
incidentally in his case." Therefore there are only eight sthayins 2 

TRANSLATION OF Dagariipaka, IV, 45 ALONG WITH DHANIKA'S COMMENTARY 

THEREON : 

Commentary : “ Although santarasa cannot be introduced into a play, 
as it cannot be presented by means of acting, still because all things, though 
they be very subtle or long past, can be conveyed through words, its presenta- 
tion is not forbidden in poetry. And so this is said : 


Continued from previous page ) 

seem to preclude his falling in love, We are given absolutely no pyschological prepara- 
tion for this. Quite the contrary, we would rather expect him to remain detached, if 
not actually repelled by sensual contact, It is only the Pürrapaksin who seems 
aware of this when he calls it ayuktam. As for his attaining lordship over the Vidyi- 
dharas, this is perhaps the weakest moment in an altogether weak play. He does 
absolutely nothing to achieve this, It is bestowed upon him by Gauri ( what is she 
doing in this supposedly Buddhist play in any case * ) in asingle verse at the ond of 
the play, and this must strike any non-devotee of Gauri as highly inappropriate, 


L. Ekanukdryavibhavdlambanau moans “ as subsisting in one single character 
as their locus " : ekünuküryarüpah yah vibhavah, taddlambanau’tadasrayau, 


2. This refors to page l44, line 2l : 

रामादेरपि जगत्पालनीयमिति दुष्टनिग्नहे प्रवृत्तस्य नान्तरीयकत्वेन भूम्यादिलाभः । 

3. Note Raghavan (० The Number of Rasas”, 2nd revised edition, p. 5l); 
« The critics who do not १०००७७ santa ate mainly writers on Dramaturgy proper. They 
think they are loyal to Bharata by denying it. This attitude begins, as far as extant 
works go, in tho Dagariipaka, the model and source for many a later work on Ripaka, 
Dhanamjaya and Dhanika, both refute ib and argue for its impossibility in drama, 


शममपि केचित्‌ प्राहः पुष्टिनास्येषु नेतस्य | 
From this ib would appear that Dhanamjaya denies Santa only in drama but accepts 
it in Kavya, But, as a matter of fact, Dhanamjaya, as interpreted by Dhanika, does 
nob recognise it even in Kanya (seo p. I24) २, $.K, De says more or less the same thing 
in his arctiele “Tho Santarasa in the Natya Süstra and the Dasa—Rapaka’: Y 
« Dhanamjaya himself would object to Santa only in the Natya, which requires the 
delineation of tho Rasa through its anubhavas, ete. ; but he would permit it inthe 
Kavya, because what cannot be acted can at least be described, But his commentator 
Dhanika would not allow Santa even in poetry. ‘There can be, in his opinion, no such 
stháyibháva as guma or nirreda ", Both De and Raghavan follow the reading in the ` 
NSP, ed,; see addendum for discussion, 
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(Karika ) : “ Santarasa ( Samaprakarsa ) need not be mentioned ( sepa- 
rately’ and specifically ), because the mental attitudes such as mudita, etc., 
out of which it is developed, are of the same nature (as vikasa, vistara, 
ksobha and viksepa, which are at the root of the other eight sthayibhavas ) ". 


If Santarasa is of the following nature, namely : 

“ Where there is no sorrow and no happiness, no anxiety, no hate or 
love and no desire at all, this is called Santarasa by great sages, and it has 
Sama as its sthayibhava”, 


then ( it must be noted that ) it appears only in the state of moksa, 
which is defined as the realisation of the true nature of the Self. Even 
the scriptures speak of this state as indescribable by saying “it is not 
thus, it is not thus", thereby denying all positive attributes ( in its 
case ). Moreover, there are no sensitive readers who can be said to aesthetically 
enjoy Santarasa as described above, Still? mudita, maitri, karuna, and 
upeksa,° which are means leading to it, are of the nature of vikasa, vistara, 
ksobha and viksepa, and since these latter (four mental states) have been 
mentioned earlier (in connection with the eight sthayibhavas) the aesthetic 
enjoyment of Santarasa is as good as already described. 


l. This is a difficult passage. Haas reads nirvacyah, whereas Shastri reads 
anirvácyah (which he interprets, wrongly we feel, as vaktum a£akyah ) ; we accept the 
latter and translate it as: “need not be ( separately) mentioned", Samaprakarga 
means the same as Sdntarasa (see bhayotkarsa in the sense of bhaydnaka used in the 
preceding verse). For such a controversial subject this line is hardly sufficient, 
What are its implications? Apparently that Santa exists, but can be subsumed under 
the other rasas. However, Haas translates as follows :“ The Quietistic Sentiment, 
( which arises) from happiness and the like, is to be defined as a state having that 
(i.e. happiness) as its essential nature”. "This is in any case not how Dhanika under- 
stands the line. See addendum. 

9. Athüpi would mean “nonetheless”. So, it would seem that we should 


understand the phrase: नच तथाभूतस्य शान्तरसस्य सहृदयाः स्वादयितारः सन्ति, to mean 
that sahrdayas do not enjoy it. 

9. Muditá etc.. are of course of great fame in Buddhism, forming a separate 
chapter of the Visuddhimagga, They are equa lly known to the Hindu tradition ( Yoga- 
sūtra, I, 33). Here Dhanika equates them with the four states of mind mentioned 
in IV, 52, where vikdsa ( expansion or dilation ) applies to Sragara and hasya ; vistara 
( exaltation or elevation) to vira and adbhuta ; ksobha (excitation ) to bibhatsa and 
bhayünaka ; and viksepa ( perturbation ) to randra and karuna, It would seem that 
fanta arises from १७८७७ ( which is correct), which would then be assimilated to 
viksepa (?). The construction of Dhanika’s passage is somewhat complicated, Our 
translation best explains how we have understood it, (Note that we have emended 
pradurbhavat to pradurbhavah ), 
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CONCLUSION 


Abhinava's final view on the relation between brahmasvada and rasa= 
Svada seems to us best summarised by his commentary on a very unusual verse 
by Anandavardhana. The verse is found in the third Uddyota of the 
Dhvanyaloka, in a long passage where Ananda illustrates various combinations 
of dhvani with other types of poetry. The verse in question is meant to 
illustrate the conmingling (sankirnatva) of arthantarasankramitavacyadhvani 
with virodhalankara, but the verse is interesting for completely different 
reasons. 

Here is the verse along with Abhinava's remarkable commentary on it : 


प्रमेदान्तराणार्मापे कदाचित्‌ सङ्कीणत्वं भवत्येव | यथा ममेव-- 
या व्यापारवती रसान्‌ रसयिलुं काचित्कवीनां नवा 
दृष्टिया परिनिष्टितार्थविषयोन्मेधा च वैपाश्चिती | 
ते द्वे अप्यवळम्ब्य विश्वमनिरां निर्वणयन्ता वयं 
शरान्ता नैव च ळन्धमन्धिशयन ag सुखम्‌ ॥ 
इत्यत्र विरोधाळंकारेणार्थान्तरसंक्रमितवाच्यस्य ध्वनिप्रभदस्य संकीणत्वम्‌ | 
Locana p. 508 : 

व्यापारवतीति । निष्पादनप्राणो हि रस इत्युक्तम्‌ p तत्र विभावादियोजनात्मिका 
वर्णना, ततः प्रभृति घटनापर्यन्ता क्रिया व्यापार: , तेन सततयुक्ता | रसानिति । रस्य- 
मानतासारान्‌ स्थायिभावान्‌ रसयितुं रस्यमानतापत्तियाग्योन्‌ कतम्‌ | काचिदिति । 
छोकवार्तापतितबोधाबस्थात्यागेनोन्मीळन्ती | अत एवं ते कवयः वर्णनायोगात्‌ तेषाम्‌ | 
नवेति । क्षणे क्षणे नूतनेननेचितरयजगन्तयसूत्रयन्ती । दृष्टिरिति | प्रतिभारूपा, तत्र 
दृष्टिश्वाक्षुषं ज्ञानं षाडवादि रसयतीति व्रिरोधालंकारोऽत एव नवा | तदनुगृहीतश्च ध्वनिः, 
तथा हि चाक्षुषं ज्ञानं नाविवक्षितमत्यन्तमसम्भवाभावात्‌ | न चान्यपरम्‌ | अपि nd 
ऐन्द्रियकविज्ञानाम्यासो्कसिते प्रतिभानलक्षणे ऽं सक्रान्तम्‌ । संक्रमणे च बिरोधोऽनु्राहक 
एव | तद्वक्ष्यति-* बिरोधाळंकारेण ° इत्यादिना | या चेवंविधा दृष्टि: परिनिष्टितोऽचळः ad- 
विषये निश्चेतव्ये विषये उन्मेषो यस्याः | तथा RARA छोकम्रसिद्भेऽयै न तु कविवदपूर्व- 
स्मिनर्थ उन्मेषो यस्याः सा | विपश्चितामियं वैपश्चिती | ते अवलम्ब्यति | कवीनामिति वैपश्चि- 
तीति वचनेन नाहं कविन पण्डित इत्यात्मनोऽनो द्वतयं ध्वन्यते । अनात्मीयमीपे cage 
इवोपकरणतयान्यत आहतमेतन्मया द््टिद्रयमित्यर्थः | ते द्वे अपीति | न हृयेकया दृष्टया 
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सम्यङ्निर्वणेने निहति । विश्वमितयरेषम्‌। अनिशमिति | पुनः पुनरनवरतम्‌। 
निर्वर्णयन्तो वर्णनया, तथा निश्चितार्थं वर्णयन्तः इदमित्थमिति | परामर्शा्ुमानादिना निर्भज्य 
निर्वर्णनं किमत्र सारं स्यादिति तिळशस्तिळशो विचयनम्‌ T fr तत्खळ मध्ये 
व्यापा्माणया मध्ये चार्थविरोषेषु निश्चितोन्मेषया निश्चया द्या सम्यङनिर्वोणितं भ्वति । 
वयमिति | मिथ्यातत्त्वदष्टयाहरणव्यसनिन इत्यर्थः । श्रान्ता इति | न केवरं सारं न wa 
qarga खेदः प्राप्त इति भावः। चशब्दरतुशब्दस्थार्य | अडिधशयनेति | योगनिद्रया 
ana एव सारखरूपवेदी sequ इत्यर्थः | श्रान्तस्य शयनरियतं प्रति बहुमानो भवति | 
agate त्वमेव परमात्मखरूपो विश्वसारस्तत्य भाक्ति: श्रद्वादिपूवक उपासनाक्रमज- 
स्तदोवशस्तन तुल्यमपि न Somme तावत्तञ्जातीयम्‌। 

एवं प्रथममेत्र परमेश्वरभक्तिमाजः कुतहळमात्रावरलम्वितकविप्रामाणिकोभयद्रत्तेः पुन- 
रपि परमेश्वरभक्तिविश्रान्तिरव युक्तेति मन्वानस्येयमुक्तिः | सकल््रमाणपरिनिशचितदषटाद- 
विषयविशेषजं aga यदपि वा लोकोत्तर रसचणात्मकं तत उभयतोऽपि परमेश्वरविश्रा- 
sare: परकृष्यते तदानन्दविग्रुण्मात्रावभासो हि रसास्वाद त्युक्त प्रागस्मामिः । लौकिकं 
तु ga ततोऽपि Ragai बहुतरदुःखानुषङ्गादिति aue । 

TRANSLATION OF Dhvanyaloka, nr: 

* There is also a mixture 9 figure of speech in varieties of dhvani 
(other than rasadhvani) as well. For instance in the verse : 

“The new and wondrous (acit) vision (drsti) of poets which 
concerns itself ( vyaparavat i) with turning permanent emotional states ( rasas; 
i. e. sthayibhavas ) into aesthetic experiences, and that philosophic ( or analytic, 
vaipasciti ) vision that reveals the realm of already existing ( i.e. not depending 
on the poet's creative imagination ) objects — we have employed both of these 
constantly to examine and describe the world ( we live in). We have become 
weary in so doing, but have not found happiness therein, in any sense com- 
parable to the joy we feel in our devotion to you, who sleep on the ocean”. 

In this verse, there is a mixture of arthantarasankramitavacya and 
the figure of speech ( known as ) ( apparent ) contradiction ( virodha).” 
TRANSLATION OF Locana HI: 

« VYAPARAVATI : For we have ( already ) said that rasa is identical 
with the process of conveyance itself (nispadanaprano hi rasah).* (Poetic 


|. D. At, p. 607, 508. Abhinava quotes this verse in the A, Bh. Vol. I., p. 300. 

2, This refers to Abhinava’s doctrine, explained in the second Uddyota on 
p. I8T, ( B. P. ed.) that rasa is the process of perception itself ( pratiyamana ova M 
rasah ), i.e, ibis not an object of cognition in much the same way that the saksin 
(the subject ) in Advaita can never be the object of cognition, In this sense, rasa is 
purely subjective, and is not amenable to ordinary means of cognition, A 
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vision is ) constantly engaged in that activity ( vyapara ), i. e., that action 
which begins with a description consisting in the combination ( i. e. presenta- 
tion ) of the vibhavas, etc., and ending with sentence-structure ( ghatana ), * 
Rasàn refers to the sthayibhavas, the essence of which consists in the state of 
being enjoyed aesthetically ( rasyamanatà ) Rasayitum means to make the 
Sthayibhavas fit for attaining to this status of being aesthetically enjoyed. 
Kacid (“wondrous " ) means revealing itself (unmilanti ) by abandoning 
(and becoming superior to) the state of the cognition of ordinary 
worldly things. And so (i. e. because they are endowed with such a 
vision ), they are poets by virtue of their power to describe? (things in 
an extraordinary way). Nava means, it reveals (asutrayanti) worlds at 
every instant in ever new and variegated forms. DRSTIH. ( The vision ) 
is of the form of poetic imagination (pratibha). Since “ vision " refers 
(primarily) to knowledge we derive from our eyes and since it is here 
said to enable (one) to enjoy (such beverages and edibles as ) sadava,’ 
etc., there is the figure of speech known as (apparent ) contradiction 
( virodha ).* And so this vision is called “new” (i.e. marvellous). And 
the ( arthantarasankramitavacya )dhvani (in the word drsti) is helped by 
this figure of speech. For actually eyesight (the literal sense of the word 
drsti) is not here altogether unintended," since it is not totally impos- 
sible (to think of physical eyesight being of use to the poet in observ- 
ing the world before describing it). Nor is actual eyesight (wholly in- 
tended) (and) subservient to some other suggested sense (anyapara = 
vivaksitányaparavàcya). Rather the literal meaning ( of sight) passes over 


l This refers to those passages in the first Uddyota ( p. 88 and I04) that 
speak of gunas and alakkaras as contribut ing to the beauty of poetry. In the second 
Uddyota ( p. \88 ) thore is a passage in the Locana where the phrase samucitagund. 
lankdra is actually used, Seo also Locana, p. 88. 

2. Varnandyogat means lokottaravarnanayogat, See KP L. p. 0 ( Jhalkikar’s 
edition ). 

3. Abhinava speaks of sädava in the A. Bh, Vol, I, ( p. 288 ). 

4. Place a danda after virodhàálaxkáro on p. 508. 

5. This expression, drstih (ie. cdksusa jüdnam) rastin rasayitum vyapara- 
vati involves a contradiction, something illogical and queer, and that is the reason 
for calling the vision nana (novel, out of the ordinary). Of course it is true that the 
contradiction is removed later on by taking arstih to mean “ poetic vision” and 
rasan rasayitum to mean “to bring about aesthetic experience in the minds of the 
readers or spectators ", but as soon as wo understand the words metaphorically in this 
manner, the “novelty” or * 
navi refer to the contradiction between the prima facie senses of dreti and rasdn 
rasayitum, 

6, Atyantam can be taken both with avivakstam and with asembhavabhavdt, 
The idea is that this is not atyantatiraskr tavicya (asubvariety of avivaksitavdcya ), 
because the literal meaning of * sight” is slightly retained in the sense that careful 
observation of the wor!d around us is useful for the aspiring poet, 


narvellousness" also disappears, "The words ata ove 
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into the meaning of “poetic vision” that is the result of the repeti- 
tion of the “sensual” (ocular) perception ( of the world) ( aindriyaka- 
vijnana).' This passing over (into another meaning ) is helped by the 
figure of speech known as “ contradiction ".? So, Ananda will say : 
« (there is the combination of arthantarasankramitavacya ) with virodha- 
lanküra 2 (The compound parinisthitartha visayonmesa can be explained 
as follows : ) (First) yd ca means sight as just described, i. ९, the functioning 
(unmesa ) of which with respect to objects to be cognised is fixed ( or stable ) 
that is, immoveable (definite ). Or else ( we can analyse the componnd as 
follows : ) That sight the functioning ( unmesa ) of which is with respect to 
objects that are firm (parinisthita), that is, well-known in worldly experi- 
ence, and not with respect to completely unprecedented ( new ) objects as is 
the case with poets (i. e. poets create new worlds whereas philosophers 
analyse the one we live in). The word ( vaipasciti ) is explained as vipascitam 
iyam (* pertaining to philosophers). When Ananda says* : “ drawing on 
both sorts of vision ”, “that of poets ” and “ that of philosophers ”, his own 
modesty is suggested, for he means : “ Iam neither a poet nor a scholar. " 
* I have borrowed this double vision (poetic and philosophic ) which does 
not really belong to me, the way a poor man in an ill-equipped house will 
borrow provisions (and articles of furniture, etc.) from somebody else’s house 
in order to entertain (a guest ).” 


TE DVE API: One sort of vision alone is not sufficient for accom- 
plishing a proper scrutiny and interpretation (mirvarnanam ). Vi$vam (in 
addition to the sense “ world ” ) means “all”, Anisam means again and.again 


l. The compound aindriyakavijnánabhyásollasite ( where wllasita must mean 
something like * being the result of”) can also be understood in a totally dilferent 
way: We can split the compound after «indriya, and readkbavijnáns. This would 
then translate as : “ The result of tho repetition of the ocular perception (of the world) 
on the part of the poet”. 

2. How is the arthüntarasankramitavácyadhvani helped by virodha? The 
point is this : the initial contradiction between drg/i ( eye-sight ) and rasdn rasayitum 
vyáparavati ( “ engaged in bringing about the experience of physical flavours or 
tastes" ) is responsible for giviag rise to the arthántarasankramitavacyadhvani, 
The suggested prayojana in the ajahallaksana is pratibhanasya atisphutatvam 
( extreme clarity of poetic vision). Had the virodha (i.e. failure of the li teral sense 
of sight ) not been there, there would have been no ajahallaksand, and consequently 
no suggestion of the prayojana. Thus the arthantarasankramitavacyadhvant is 
supported by (or based upon ) virodha, So virodha is anugrühaka of the arthan- 
tarasanbramitavácyadhvani ( which is the anugrühym ) Virodha is the aga and 
arthántarasaakramitavácyadhvani is the aàgin. Bo thisis a case of aingángibhava- 
sankara or anugrühyanugrühakabhávasankara, 

8. P.o. 

4, Remove the danda after te avalambyeti on p. 509, since this is part of the 
series of three quotations that Abhinava enumerates, 
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without stopping. We have been describing (the world) through ( poetic ) 
descriptions (as explained above), and also describing in a definite 
(categorical) manner as follows: This is really like this! (i. e. making 
careful analytic descriptions ).* A description (of this kind ) involves analysis 
through direct perception (paramar$a), inference, etc., so as to dis- 
cover wherein the essence might lie, i.e. dissecting things very minutely 
( tilašas tilasah) (and carefully). It is well-known (khalu) that things to 
be described are well and properly (or completely) described when they 
are presented at times by means of the poetic vision ( employed for bring- 
ing about aesthetic experience ) and at times by means of the stable philo- 
sophic vision which definitely and categorically reveals their particular (i.e, 
true) nature. Vayam means “we who have been engaged in using both 
illsory^ (i.e, poetic) vision and analytic (i.e. philosophic) vision ". 
Srantah means : “ not only have we not discovered anything substantial, but 
quite the contrary, we have only found weariness ". The word “ and ” is used 
in the sense of “but”.  Abdhi$ayana. (* O you who are sleeping on the 
ocean ” ), because of your Yogic sleep, ( having withdrawn the whole universe 
into yourself ). And thus you know the true nature of the real essence, i. e, 
you remain in your true nature. A person who is tired (naturally) feels respect 
(bordering on envy) for one who manages to be lying down! TVADBHAKTI. 


You alone are the true nature of the highest Self, the essense of every 
thing. “ Devotion to you” means infusion with devotion preceded by 
faith (sraddha), etc., which (infusion) arises in due order from upasana 
(adoration ), etc. We have not obtained any (joy) (even remotely) com- 


l. Abhinava uses this same expression on p. 97 of the Locana, in explaining 
how a poet, even though he be gifted with imagination ( pratibha) must nonetheloss 
put in hard work in the form of revision, ete.: यद्यपि स्वयमस्यैतत्परिस्फुरति, तथापीदमित्थ- 
मिति विशेषतो निरूप्यमाणं सहस्रशाखीभवति | Of course the two terms are slightly differ- 
ent in meaning. 

2, Placea danda after idam itham iti in the B. P. edition, 

3. We take pardmarga to stand for pratyaksa in general, rather than for 
lingapardmar§s (i.e. as part of anumüna ). 

4. Mithyü refers to poetic knowledge, because, as Ananda says in the fourth 
Uddyota (p.527 ), quoting some unknown mahdkavi : * The literary utterance of 
great poets is glorious. For it causes various ideas to enter the heart ( of the reader) 
and appear (there) in a form which is different, as it were, from their real form”, 
The Skt, chāyā for this is: अतथास्थितानपि तथासंस्थितानिव हृदये या निवेशयति a अर्थ- 
विशेषान्‌ , सा जयति विकटकविगोचरा वाणी ॥ Seo also the fine verses by Ananda quoted in the 
third Uddyota, p. 498, See above, p. 2. 

5. We propose placing a danda after yoganidraya, which is the word added 
by Abhinava to bring out the implication of abdhigsyana, “ You are lying on the 
ocean in your Yogic repose, " त्वमत एव सारखरूपवेदी, स्वरूपावस्थित: इत्यर्थः, should be 
taken as a separate sentence, Cf., on the notion of Yoganidra, Raghuvaméga, XIII. 6, 
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parable to that arising from devotion to you, let alone an identical (joy). 
This stanza is the utterance of the author ( Ananda), who began by first being 
a devotee of God, and then, simply out of curiosity, adopted both the view- 
points of the poet and the philosopher ( but found them ultimately unsatisfy- 
ing ) and once again came to believe that rest in devotion to God was in- 
evitable ( yuktà ).' 


For we have already explained’ that the happiness which 
results from (conceptual understanding ) of both seen and unseen 
objects which are ascertained ( pariniseita), by all the means of 
valid cognition (i. e. philosophy ) or even that transcendent joy 
which consists in relishing an aesthetic experience —to both of these 
the bliss that comes from finding rest in God is far superior 
(prakysycde ); and that aesthetic pleasure ( rasasvada ) is only the 
reflection ( “pabhasa ) of a drop (viprus) of that mystic bliss. 

But ordinary worldly happiness is for the most part ( praya ) inferior 
to even that aesthetic delight, because it is mixed with abundant ( bahutara ) 
suffering as well. This is the essence of what he means. ” 

This then, is Abhinava’s final position, To have provided a coherent 
philosophy of aesthetic experience is no small achievement. Clearly it was 
owing to Abhinava’s influence that so many later writers ( primarily among 
the alankarikas, and only very rarely among pure philosophers, for reasons 
that still puzzle us) were able to draw upon this precious analogy of religious 
experience and aesthetic experience, and to make their own contributions, 
It is not our purpose to provide anything more than the briefest glance into 
some of the more noteworthy passages in which interesting distinctions can 


J. IsAbhinava just guessing that this is the case from the single poom here 
given, or is he actually privy to somo information about the life of Anandavardhana 
that has not come down to us? One might be inclined to believe that he is simply 
saying what has becomo a cliché ( of. the popular notions about the life of Bhartrhari, 
the author of the éatakatrayam ) namely that one is first inclined towards worldly 
life, but eventually, in the wisdom of age, one comes to religion, But here Abhinava 
says that Ananda was first a devotee, then went through a middle period of interest 
in poetry and philosophy, and finally came back to religion, This is too unusual to 
be simply invented, and we think that the likelihood of Abhinava reporting an 
actual detail of Ananda’s life is strong. Otherwise tho expression prathamam would 
be out of place, since there is nothing in the verse itself to warrant this assumption, 
This is important, because it is the only detail that we know of his life, for no other 
legends or reports have come down to us. 

2. By ity uktam prag asmabhih, Abhinava must be referring to the Locana 
itself (and not to an earlier work ), But we have not come across any explanation in 
our reading of the text of the Locana, A puzzle, 
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be found. One is found in the Vyaktiviveka of Mahimabhatta.! Mahima 
is objecting to the use of the word visesa by Anandavardhana in the expres- 
sion kavyaviSega in Karika 3 of the first Uddyota: “It is also not possible 
to speak of excellence ( viSesa i. e. ati$aya) in the case of poetry, for kavya 
(i. e. rasa) consists in the relish of the highest happiness ".^ Mahima means 
that one cannot use the expression kavyavisesa, since all poetry is rasatmaka 
and is therefore in and by itself niratisayasukhasvadalaksana. ( He is thus 
not referring to the division of poetry into uttama, madhyama, etc.). In support 
of his contention he quotes the following very interesting verse : š 


* When, from the recitation* and singing of the Dhruva songs, rasa 
reaches its peak ( i. e. the spectator is filled with rasa), he turns his attention 
inwards ( antarmukha ) for the moment, concentrated entirely on enjoying that 
profusion ( bhara ) ( of rasa) and becomes delighted. At that moment ( tatah ) 
when (he) is immersed in his own true nature ( svariipa) and he is unaware 
of any outside object (nirvisaya), his own deep flow (nisyanda) of joy 


becomes manifest, by which even Yogins are pleased ".* 


Madhusüdanasarasvati in his Sribhagavadbhaktirasayanam, L. 32, 
differentiates between rasasvada and brahmüsvada. He says that whereas 
brahman is sat (existence) and aj&àta (unknown by ordinary people), 
worldly objects like a beautiful woman, etc., are knowable (meya) by 


means of valid knowledge. But a beautiful woman, etc., as presented in 
literary works appears to the sahrdaya in the form of pure consciousness 
( caitanya ) as limited by the beautiful woman, etc., when the covering mantle 
disappears ( mayavrtitirodhane, paraphrased in the commentary as vyavarana- 


l. VV.p.l00( Kashi Skt, Series ed, 964, ) 

2, VV. p. 00 : न च तस्य विशेषः संभवति निरतिशयसुखास्वादलक्षणत्वात्तस्य | 

3. VV. p. 00 : «T£: — 

पाख्यादथ ध्रुवागानात्ततः संपूरिते रसे | तदास्वादभरैकाग्रो हृष्यत्यन्तर्मुखः क्षणम्‌ ॥ 

ततो निर्विषथस्यास्य स्वरूपावस्थितौ निजः । व्यज्यते हादनिष्यन्दों येन तृप्यन्ति योगिनः ॥ 

4. We take pithya to mean: “anything to be recited”, and thus it can 
denote the recitation of the nandi, the recitation of the speeches assigned to the 
different characters, and also the recitation of non-dramatic poems,  Dhruvágána 
applies not only to the songs sung in the pirraranga, but to all songs sung in the 
actual course of the play, such as that sung at the time of the entr of a character 
( praéveSiki dhruvá ) and that sung at the exit of a character (naiskrdmiki dhruvá ), 
Ruyyaka (in his comm, on the VV., p. 99) takes párhya to be a reference to Kavya, 
and dhruva to be a reference to the Natya : पाट्यादित्यादिना, ध्रुवाख्यगी तिसामर्थ्यानुयुण्येन 
नाट्यविषयरसस्वरूपवर्णनम्‌ | काव्यविषये तु गानवर्जमिति तदेव रसस्वरूपम्‌ | Note that Ruyyaka, 
p. 00, takes asya as a reference to the reader or spectator : asym carvayituh. 

5. Gnoli (op. cit, first edition, Rome, p. 57), says that this verse is 

certainly from Bhatta Nayaka, ” 
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tirodhàne ), because the mind of the sahrdaya, stabilised in sattvaguna, becomes 
for a moment identified with pure consciousness. But because it is after all 
worldly objects ( visaya) that are perceived under the form of the highest 
bliss ( paramanandaritpavisayopadanat ) and because there is the non-percep- 
tion (abhane) of the true nature of pure consciousness as it is limited by 
worldly objects ( tattadavacchinnacaitanyasvarupa ),' there is neither immediate 
release, nor any damage to the self-luminosity (of pure consciousness ). * 
What follows from this ? 


“Therefore, when this (consciousness limited by worldly objects) 
becomes manifest in the mind, it turns into rasa, although owing to its being 
mixed with insentient objects it is somewhat less (than the joy of pure 
consciousness ) ”. š 


Curiously enough, we have only come across one author who makes 
the comparison in favour of rasasvada (with the possible exception, depending 
on how it is interpreted, of the verse from Bhattanayaka, quoted on p. 23), 
and this is Jayadeva in his Prasannaraghava : 


« Neither the knowledge of Brahman (i.e. spiritual bliss) nor the wealth 
of a king can be compared to poetry. Like a daughter married to an un- 
commonly worthy man, it creates joy in the heart when it is appreciated by an 
exceptional person ”. * 


l. We propose reading tattadavacchinna for caitanyavacchinna, because this 
latter makes no sense. If we read the former, tattad can refer to küntüdivisaya. The 
expression tattadavacchinnacaitanya actually occurs in the commentary, in the fourth 
line from the beginning. 


2, BR.LI2: 
aaa तद्रह्म मेयं कान्तादिमानतः | 


मायावृतितिरोधाने वृत्त्या सत्त्वस्थया क्षणम्‌ ॥ 
Note the commentary ( by M. himself ) : 


वस्तुतः परमानन्दरूपविषयोपादानचैतन्यावच्छिन्नचैतन्यस्वरूपाभानाच न सद्यो मुक्तिः स्वः 
प्रकाशभङ्गो वा । 
3, BR.I.N3: ततः कि अताह-- 
अतस्तदाविर्भावित्व॑ मनसि प्रतिपद्यते | 
किल्निन्न्यूनाज़ रसतां याति जाड्यविमिश्रणात्‌ | 
Note the commentary: लौकिकरसे ठु विषयावच्छिन्नस्येव चिदानन्दांशस्य स्फुरणात्‌ 
आनन्दस्य न्यूनतैव । 
4. Prasannardghava, (ed. by V. L. S. Pansikar, NSP. I922, p. 6). prastavand, 
verse 23 (last stanza) : 
न जह्यविद्या न च राजलक्ष्मीस्तथा यथेयं कविता कवीनाम्‌ d 
लोकोत्तरे dfe निवेश्यमाना पुत्रीव हर्ष हृदये करोति ॥ 


Note the pun on the words lokottare pumsi nivegyamand, 


| 
` | 
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Looking back over the many passages! quoted from Abhinava, what Wg 
can we pick out as the main similarities and the main differences* between | 
rasasvada and brahmasvada ? 


SIMILARITIES 


(!) There is no pain in drama, for everything is blissful when we | 
attain the state of rasa, This is equally true of any higher ecstatic experience. | 


(2) During an actual dramatic performance, we forget the self. 


(3) We have no hope of material gain from art. The same is true on 
the religious level, since to become seriously religious in India generally means 
abandoning one’s acquired wealth, 


(4) Both experiences are alaukika, We have seen how often Abhinava N 
| uses this term. | 


(5) Both experiences are anandaikaghana. 


(6) In both cases, the distance between the subject and the object is M 
removed. Thus Abhinava stressed that rasa is not objective. । 


are not conscious of our surroundings during a drama, or at least we ought 


| 
(7) Time and space disappear for the duration of the experience. We m | 
| not to be, according to Abhinava. | 


(8) During both experiences there is total immersion. In the case of 
samadhi there is vyutthana, which could correspond ( perhaps forcibly, however ) 
to leaving the theatre and re-entering ordinary life. We have ail certainly 

| experienced the curious feeling of being let-down, even of depression, upon í 
leaving a theatre. 

(9) In both cases, special preparation is necessary: music and dance Hi 
in the theatre, and perhaps one might include bhajans and other parapher- 
nalia of bhakti in the case of religion. 

(0) In both cases, what appears is not something that is “ created” 


anew, but something that is “ manifested”, or “suggested”. Rasa is not 
* produced ", it is “suggested”. So also, the identity of the atman and 


2, Note what the Saigitaratndkara, IIT. I266 says: बह्मसंविदूविसदृशी संवित्‌ | 
The Bhivaprakasdnes, IL. (p.93) also deals with the distinction between His 
rasdsvdda and brahmdsvdda and then ends by sa, t ; 
शिवागमज्ञैरर्थो5यमेवमुक्तः पुरातनैः | 
Saradatanaya, as is clear from Ch. I, p. 2 


27, and Ch. II, p. 47, does not accept 
j Santa. However, at II, p. 48, a certain Vasuki is quoted who does accept santa, 
On this problem, see Raghavan, “ The Number of Rasas,” p. ll. | i 

Nt. 
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brahman is only a question of removing ignorance ( i. e. nothing “ new " is to 
be acquired), In Vedanta the term abhivyakti is often used for this process, 
just as both Ananda and Abhinava use the same expression for rasa. 


(]) In Vedanta, avidya is removed by means of sravana, manana etc..In 
rasanispatti, Abhinava emphasises how the vighnas must be removed before 
rasa can manifest itself. 


(2) In both cases there is a sense of rest ( visranti ), of having reached 
the goal (cf. the Vedantic expression krtakrtya ) beyond which there is 
‘nothing to be accomplished. 


(43) In the aesthetic experience, Ananda (and Abhinava) make light 
of the * means ” that have brought it about, especially of the vacya sense, 
which is compared to a lamp ( D. AI. I. 9) which is useful for illuminating 
objects, but which is not the goal of our efforts. Similarly, in Vedanta, 
Sankara speaks of the upayas as being similar to a raft which we leave behind 
after our destination has been reached. 


DIFFERENCES 


The differences are no less striking, and certainly ought not to be 
lightly dismissed. Abhinava himself makes the distinction in a difficult 


passage in the Abhinavabharati :* 


“ Aesthetic experience (carvana) is different from the perception of 
love, etc., that arises because of ordinary valid means of cognition such as 
direct perception (pratyaksa), inference ( anumana ), textual authority 
(agama), simile ( upamana ) and others. It is also (an experience ) different 
from the indifferent ( tatastha) knowledge of another person's thoughts that 

-arises from direct vision in a Yogin, and from the experience that consists of a 
single mass of the bliss (anandaikaghana) of one's own Self that belongs to the 
highest Yogin and which, being pure ( suddha), is devoid of contact ( uparaga) 
with any object of the senses. The reason why aesthetic experience differs 
from all the above, is because of the absence of beauty caused respectively by 
the appearance of distractions such as the desire to acquire ( arjanadi ), 
the absence of active participation, the absence of clarity ( asphutatva ), and 
being at the mercy of the object (of contemplation ). " 


l. A. Bh. य, 285, Onoli, ७.2: 

किं त्वलौलिकविभावादिसंयोगवलोपनतैवेय॑ चर्वणा । सा च प्रलक्षानुमानांगमोपमानादिलौकिक- 
प्रमाणजनितरलायववोधतस्तथा योगिप्र्क्षजतटस्थपरसंवित्तिज्ञानात्सकळवैषयिकोपरागञ्चन्यशुद्धपरयोगिगत- 
स्वात्मानन्दैकधनानु भवाच्च विशिष्यते, एतेषां यथायोगमर्जनादिविश्लान्तरोंदयताटस्थ्यास्फुटल्वविषयावेदवैवश्य- 
कृतसौन्दर्थविरह्ात | 


CONCLUSION 


Other differences are : 


(I) The final state in Vedanta is almost always described (!) as 
ineffable,’ whereas Ananda is clear that such an adjective can never be predi- 
cated of dhvani. Whether Abhinava agreed or not is not evident. 


(2) The Adhikarin in the case of liberation is much more strictly defined 
that he is for literature. After all, children are perfectly capable of watching 
a drama, though they might not take away as much as a qualified adult, 
Sahrdayatva is a much more worldly and concrete qualification than is 
mumuksa. 


(3) The drama is not expected (atleast Abhinava never says any- 
thing about this) to change one's life radically. To have a profound aesthe- 
tic experience is simply satisfying and does not imply that one will be in any 
sense profoundly altered. One cannot say the same for mystic experiences, 
Quite apart from the concept of sadyomukti, any deep religious experience is 
very likely to make a manifest, sometimes drastic, change in a person's out- 
ward life. 


(4) It is significant that most writers, ( Abhinava is an exception), do 
not use the term ananda to describe the purpose of poetry as often as they use 
the less ethereal term priti and even more often vinoda, “ entertainment”. It 


is perfectly legitimate to give curiosity as the reason for wishing to see any 
given drama. But to say the same of religious experience would be unthink. 
able, at least in ancient India. 


(5) With the exception of Abhinava, (who has highly “ spiritual” 
‘ideas about love, see p. !4) most writers regard the highest expression of 
drama to be sexual love, without any philosophical implications. 


Inspite of these differences, such sentiments in regard to aesthetic 
experience as Abhinava provided, became very common. For instance in the 
Alankaramahodadhi of Narendraprabha Süri we read : 


l. E, g. Gaudapáda, HI, 47 : स्वस्थं शान्तं सनिर्वाणमकथ्यं सुखमुत्तमम्‌ । Ánanda- 
vardhana is quite clear that such an adjective can never be predicated of dhvani: 
येऽपि सहृदयहृदयसंवेच्मनाख्येयमेव ध्वनेरात्मानमाम्नासिषुस्ते5पि न परीक्ष्यवादिनः | ( D. Al, p. 62-63 ), 
Sahrduyahrdayasamvedyam is not ambiguous and cannot be Ananda's own position, 
for if it were, this would in no way prove that dhvani was **speakable" but only that 
it was *knowable" which is not the same thing at all, Moreover, this is confirmed 
by the passage in the D. AL, p. 33, where this adjective is given as part of the 
anükhyeyaváda, We feel that it is quite possible that Abhinava himself, however, 
did not really agree with this position, It is interesting that he does not comment 
extensively on the andkhyeyavada except to hint that it is a Buddhist position, with 
which Ananda has dealt elsewhere ( Locana, p. 5l9), 
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* ( Aesthetic experience is that state) wherein the mind sinks for a 
moment, where it bathes with ambrosia for a moment, where it gets drunk 
for a moment, where it melts away for a moment”. ! 


Even such a staunchly Vedanta work as the Pañcadaši of Vidyaranya 
seems to have been influenced by aesthetic speculations in four lovely verses : 

“The lamp which is in the theatre lights up equally the manager, the 
audience and the dancer. Even if they are not present, it shines ”. 2 

* The manager is the ego. The audience are the sense-objects. The 


dancer is the mind. The keepers of time, etc., are the sense-organs. The 
illuminating lamp is the Witness (i. e. the Self ) ".* 


“ Whatever forms can be imagined with the mind, illuminating all of 
these, he becomes the Witness of all of them. By himself however he is be- 
yond the reach of words and mind ”.* 


* How can I experience such a Self? If you feel this way, then do not 
(try) to experience it. When all experiences cease, then the Witness alone 
is left”. 

Here is a verse quoted by Jayaratha in the Tantraloka which seems 
to sum everything up in a very fine analogy : 

* Just as when various objects such as pieces of wood, leaves, stones, 
etc., fall into a salt-mine they turn into salt, so also emotions ( turn into bliss 
when they fall into) the pure consciousness that is our very Self ”. ९ 


l Alaikéramahodadhs of Narendraprabha Sari, ed. hy L. B. G. उ. Pandit, ` 
Oriental Institute, Baroda, I942 (७. O. S. XCV ) : 
मज्जतीव क्षणं चेतः स्नातीव सुधाया क्षणम्‌ । माद्यतीव क्षणं यत्र विलीयत इव क्षणम्‌ ॥ 


The Agnipurana too uses the same terminology as Abhinava: 
अक्षरं परमं ब्रह्म सनातनमजं विमु । वेदान्तेषु qas चैतन्यं ज्योतिरीश्वरम्‌ ॥ 


आनन्दः सहजस्तस्य व्यज्यते स कदाचन । व्यक्तिः सा तस्य चैतन्यचमत्काररसाह्या ॥ 
Ch. 309, vv. I-2 Those verses seem to us clearly derived fromzAbhinava. 


2, Pañcadaśi, X. Il: 

नृस्ञशञालास्थितो दीपः प्रभुं सभ्यांश्च नर्तकीम । दीपयेदविशेषेण तदभावेऽपि दीप्यते ॥ 

3. PD. X.l4: 

अहंकार: प्रभुः सभ्या विषया नर्तकी मतिः | तालादिधारीण्यक्षाणि दीपः साक्ष्यवभासकः ॥ 
4. PD.X.2: 

qaqa कल्प्येत बुद्धया तत्तत्रक्राशयन्‌ | यस्य तस्य भवेत्साक्षी खतो वाग्बुद्धवगोचरः |i 
5. PD.X. 94: 

कथं digest राह्म इति चेन्मैव गृह्यताम्‌ । सर्वग्रहोपसंशान्ती स्वयमेवावशिष्यते ॥ 

6, T. Al. Vol. I, p. 30, part two, second dhnika, under verse 35 : 

यथा रुमायां पतिताः काष्ठप्णोपलादयः | लवणत्वाय कल्पन्ते तथा भावाश्चिदात्मनि ॥ 


APPENDIX 


LATER WRITERS ON Süntarasa AND Rasasvada : 

It is not our main purpose to examine in any detail how the writers of 
the later tradition deal with the themes supplied by Abhinavagupta. None- 
theless there are certain passages which we feel deserve to be noticed. The 
three main texts that should be seen are the Kavyaprakàsa, the Sahitya- 
darpana and the Rasagarigadhara, There are two areas in which we are inte- 
rested : Santarasa and rasasvada. The Kavyaprakagsa is quite brief on Santa- 
rasa, At IV, 29 Mammata says : 

e Šrngara, hasya, karuna, raudra, vira, bhayanaka, bibhatsa and 
adbhuta—these are stated to be the eight rasas in drama.” 

Later, at IV. 35 he says : 


* Santa is the ninth rasa, of which nirveda is the sthayibhava" and then 
he gives the stanza ahau va hare và kusuma$ayane và drsadi và as an example 
of Santarasa.! It would seem therefore that according to Mammata, Santarasa 
has no place in drama, but only in kavya. But his statement is not un- 
ambiguous, and it is possible to interpret him to mean that generally only 
eight rasas are admitted, but that he would admit also šanta as a ninth. 

, Visvanatha, in the Sahityadarpana, VIT. 45 ff., has the following remarks 
on SR: 
Sahityadarpana MI. 245-250 : 
अथ शान्त; — 


शान्तः शमस्थायिभाव उत्तमग्रकृतिमतः || 
कुन्देन्दुसुन्दरच्छायं: श्रीनारायणदैबतः | 
अनित्यत्वादिनाशेषवस्तुनि:सारता तु या ॥ 
परमात्मखरूपं वा तस्याळम्बनमिष्यते | 
पुण्याश्रमहरिक्षेत्रतीर्थरम्यवनादय: | 
FESTA TAIT: | 
रोमाञ्चादयाश्चानुभावास्तथा स्युव्यभिचारिण: || 
निर्वेदहर्षस्मरणमति भूतदयादयः | 


l. According to 'Ksemendra, Aucityavicdracarc 29 (Minor works of 
Ksemendra, Sanskrit Academy Series No.7, Hyderabad, 96, edited by E. V. V. 
Raghavacarys and D. G. Padhye), this stanza was written by Utpalaraja, Kosambi 
(“The Epigrams Attributed to Bhartrhari", Bharatiya Vidya Bhavan, I948, p. 85) 
includes it among the Saméryitaslokas, as no, 23, 


रथ्यान्तश्वरतस्तथा घ्ृतजरत्कन्थाळ्तरस्या्वगेः 
सत्रासं च सकौतुकं च सदये दृष्टस्य तेनीगरेः | 
निव्याजीकृतचित्युधारसमुदा निद्रायमाणस्य मे 
निःशङ्कः करटः कदा करपुटीभिक्षां विळुण्ठिष्यति || 
पुष्टिस्तु महाभारतादो द्रष्टव्या | 
निरहंकाररूपत्वाइयावीरादिरिष नो ॥ 
दायवीरादौ हि नागानन्दादौ जीमूतवाहनादेरन्तरा मळ्यवत्याद्यनुरागादेरन्ते च 
विद्याधरचत्रर्वातित्वाबाप्तदेशानादहकारोपशामो न द्यते | शान्तस्तु सर्वाकारेणाहंकारप्रश- 
मैकरूपत्वान्न तत्रान्तर्भावमहति | अतश्च नागानन्दादेः शान्तरसम्रधानत्वमपास्तम्‌। 
मल 


“न यत्र दुःखं न सुखं न चिंता न द्वेषरागौ न च काचिदिच्छा | 

रसः स शान्तः कथितो मुनीन्द्रैः Gay मात्रेषु समप्रमाण: |) 
इत्येवंरूपस्य शान्तस्य मोक्षातरस्थायामेवात्मसरूपापत्तिलक्षणायां प्रादुर्भावात्तत्र संचार्यादी- 
नामभात्रात्कथं रसत्वमित्युच्यते-- 


युक्ततरियुक्तदशायामत्रस्थितो यः शम: स॒ एव यतः | 
रसतामेति तदस्मिन्सँचार्यादेः स्थितिश्व न विरुद्धा ॥ 
यश्चास्मिन्सुखाभावोऽग्युक्तस्तस्य वैषयिकसुखपरत्वान्न विरोधः | 
su हि-- 
“य॒च्च कामसुखं ळोके यच्च दिव्यं महत्सुखम्‌ | 
तृष्णाक्षयसुखस्यैते नाहेतः षोडशीं कलाम्‌ ॥ ? 
सर्वाकारमहंकाररहितत्वे ब्रजन्ति चेत्‌ | 
अत्रान्तर्भावम्हन्ति दुयावीरादयस्तथा | 
आदिराब्दाद्वर्मवीरदानवीरदेवतावित्रयरतिप्रभतय: | 
तत्र देवताविषया रतिर्यथा-- 
कदा वाराणस्यामिह सुरधुनीरोधसि वस- 
aga: कोपीनं शिरसि निदधानोऽञ्जलिपुटम्‌ | 
अये गौरीनाथ त्रिपुरहर झाम्भो त्रिनयन 
प्रसीदेति क्रोशल्लिमिषमिव नेष्यामि दिवसान्‌ ॥ 
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“< Santarasa has calmness (Sama) as its basic mood. It belongs to the 
very best of men. It has the white complexion of the Kunda (jasmine) and 
the moon, and the revered Narayana as its presiding deity. Its alambana- 
vibhava is the emptiness ( or vanity) of all things because of their transient 
nature, or it is the nature of the supreme Self. Its uddipanavibhavas are holy 
hermitages, sacred places ( hariksetra), places of pligrimage, pleasant groves, 
etc., and the company of great men etc. Its anubhavas are horripilation, etc. 
Its vyabhicaribhavas are self-disparagement, joy, recollection, resolve, kind- 
ness towards all beings, etc. Here is an example : 

** When will the crows fearlessly carry away the food placed as alms in 
my joined hands, as I move along the highway wearing an old, worn-out, 
tattered and inadequate garment, looked at by the citizens on the road with 
fear, curiosity and pity, sleeping in the unfeigned bliss of relishing the nectar 
of spirituality ? ” 

The full development ( of Santarasa ) is to be seen in the Mahabharata, 
etc. 

“ Dayavira (in which the sthayibhava utsaha is based on or is con- 
cerned with mercy or benevolence ), etc., are not identical with this ( Santa), 
as ( Santa ) is without even the slightest trace of egoism ( while dayavira, etc., 
are marked by egoism ) ”. 

In dayavira, etc., such as for example in the case of Jimütavahana, etc., 
we do not find an extinction of egoism, in as much as we observe in the 
middle of the play, Jimatavahana’s love for Malayavati, and in the end his 
attainment of the status of sovereignity over the Vidyadharas. Sànta, how- 
ever, cannot be included under dayavira, etc., because its exclusive nature is 
the extinction of egoism in every way. Hence the view that in the Nagananda, 
Santa is the dominant sentiment, is refuted. 

It may be objected as follows : 

“ Where there is neither pain, nor pleasure, nor worry, nor hatred, nor 
affection, that is styled as Santarasa by the chief among the sages, that which 


consists in equality towards all objects ”. 


How can $antarasa which is of the nature described above, and which 
manifests itself only in the state of emancipation ( moksa ), where there is the 
complete absence of the auxiliary feelings ( and the abiding mental moods such 
as love, etc. ) be regarded as a rasa? We reply as follows: 


“ Since that tranquillity alone which exists in the state wherein the mind 
is joined to and also disjoined from the soul (i. e. wherein the soul is not 


l. Reading sarvesu bhüvesu samapramünah, while in the Dafariipa, under 


IV, 45, the reading is sarvesu bhdvesu Samapradhanah, 
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completely absorbed into the absolute) attains to the nature of rasa, the 
presence of the auxiliary feelings etc. (i.e. of the abiding mental moods, the 
excitants and the ensuants ) is not ruled out”. 


As for the statement that there is in Santa the absence even of pleasure, 
that refers only to worldly pleasure ( vaisayikasukha ), and hence, there is no 
contradiction. For it has been stated : 


* The earthly pleasure arising from fulfilment of desires as well as the 
great pleasure which is attained in heaven — these are not equal to even a 
sixteenth part of the happiness arising from the extinction of all desires ". 


Dayavira, etc., deserve to be included under santa, provided that they 
are completely divested of egoism in every way. 


The word “etc.”, stands for dharmavira, danavira, love having a deity for 
its object, etc. Amongst these, love having a deity for its object is illustrated 
in the following stanza : 


** When shall I pass my days as a moment, dwelling in Varanasi, on 
the bank of the divine river (Ganges) wearing a loin-cloth, holding my 
hands joined on my head and crying out: “ O lord of Gauri, destroyer of 
Tripura, three-eyed Sambhu, be merciful towards me !” 


The commentary of the Sahityadarpana on rasasvada, while interest- 
ing, is too long to include here (see SD IIT. ] and ff.). This and the com- 
mentary of the Kavyaprakasa on rasasvada (IIL. pp. 9-95, Jhalkikar) are 
readily available, since there exist translations into English of both these texts 
(see Bibliography ). The Rasagangadhara, however, is a different matter, 
since it has never been translated before. We therefore thought it worth- 
while to translate in full Jagannatha’s remarks on Santarasa, and to provide an 
explanatory translation of his remarks on Abhinava’s views on rasasvada. 


Here is the first text : 
Rasagangadhara 
स च-- 


' शङ्गारः करुण: शान्तो रोद्रो वीरोडद्भु तस्तथा | 
हास्यो भयानकश्चैव बीमत्सश्चेति ते नव ॥ ? 
इत्युक्तेनवधा | मुनिवचनं चात्र मानम्‌ | 
केचित्तु--- 


‹ शान्तस्य रामसाध्यत्वान्नटे च तदसंभवात्‌ | 
अष्टावेव रसा TA न शान्तस्तत्र युज्यते l|? 


खीकारात्‌ । सामाजिकानां शामतरत्तेन तत्र wale बाधकाभावात्‌ न च नटस्य 
शंमाभावात्तदमिनथप्रकाशकत्वाजुपपत्तिरिति वाच्यम्‌ | तस्य भयक्रोधादेरप्यभावेन तदमिनय- í 
प्रकाशकताया अप्यसंगल्यापत्ते: | यदि च नटस्य क्रोवादेरभावेन वास्तवतत्कार्याणां वध- | 
बन्धादीनामुत्पत्त्यसंभवेऽपि कात्रिमतत्कार्याणां शिक्षाम्यासादित उत्पत्तो नास्ति बाधकमिति | 
निरीक्ष्यते, तदा प्रकृतेऽपि तुल्यम्‌ | अथ erm गीतवाद्यादीनां विरोधिनां सत्वात्‌ सामा- Ë 
जिकेष्वपि विषयत्रेमुख्यात्मनः शान्तस्य कथमुद्रेक इति चेत्‌, नाव्ये शान्तरसमभ्युपगच्छद्विः. | 
फल्बलात्तद्वीतवाद्यादेस्तस्मिन्विरोधिताया अकस्पनात्‌ | विषयचिन्तासामान्यस्य तत्र विरोधित्व- i 
स्वीकारे तदीयाळम्बनस्य संसारानित्यत्वस्य तदुद्दीपनस्य पुराणश्रवणसत्सड्जूपुण्यवनतीर्थावळोक- | 
नादेरपि विषयत्वेन विरोधित्वापत्ते: | अत एव च चरमाध्याये संगीतरतनाकरें- | | 
अष्टावेत्र रसा TAAA केचिद चूचुदन्‌ | क 
तदचारु, यतः कंचिन्न रसं स्त्रदते नटः || ; | ' | 
इत्यादिना नास्ये5पि शान्तो रसो अस्तीति व्यवस्थापितम्‌ p येरपि नाव्ये शान्तो रसो नारती- । 
त्यभ्युपगम्यते तैरपि बाधकाभावान्महाभारतादिप्रबन्धानां शान्तरसप्रधानताया अखिल्लोका- HI 
नुभवसिद्धत्वाच्च काव्ये Asaz स्वीकार्य: | अत एवं “अष्टो नाव्ये रसाः स्मृताः? इत्युप- 
क्रम्य ¦ शान्तोऽपि नवमो रसः? इति मम्मटभट्रा अप्युपसमहाई: | 
Rasagangadhara * Ik 
Rasa is ninefold, because of the statement: | 
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CE: | तच्चापरे न क्षमन्ते। तथा हि नटे शमामावादिति हेतुरसङ्गतः, नटे रसामिव्यक्तेर- T 
f 
| 


2, We do not know where this verse could come from, We take it that 
Jagannatha is saying that it is based on the Nātyaśāstra, not that it comes from the VS, 

3. Atra means : asmin visayc, namely rasasaakkydvisaye, E 

4, Apare includes Jagannátha himself, He of course accepts the existenee | | 
of fintarasa, ` 


i 
s Srügàra, karuna, santa, raudra, vira, adbhuta, Ë 
hasya, bhayanaka, and bibhatsa — thus they are nine ”.? s | 
And in this matter? the statement of the Sage ( Bharata) is the final | 
authority. Lu 
But there are some who say: * [i | 
“ Because santa can be developed only from (the sthayibhava) Sama, and | | 
because Sama is impossible in an actor, there are only eight rasas in drama; In | 
] Santa has no place in it". This is not, however, accepted by others. They say | Í 
that the argument advanced ( by the advocates of eight rasas) namely that n ! 
am 
l. We have used the KM (2) Ed. ]939, p. 35 f. if 
| 
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fama is not possible in an actor, does not stand to reason, because we do not 
accept that the revelation ( i.e. aesthetic enjoyment ) of rasa ( ever ) takes place 
in an actor.» As the spectators (on the other hand) can experience tranquillity, 
there is no difficulty in the arousal of ( Santa) rasa in them. It would not be 
proper to say that as the actor ( himself) is devoid of $ama, he cannot be 
capable of acting in a manner congenial to sama. For in that case, it will have 
to be accepted that, since an actor is devoid of ( genuine ) fear and (genuine) 
anger, etc., he would not be capable of acting in a manner congenial to fear, 
anger, etc. also. Now, if there is nothing objectionable in the actor's being able 
to manifest, through special training, repeated practice, etc., the artificial effects 
of anger, etc., although there is no possibility in his case of the real effects of 
anger, etc., i.e. although he cannot actually kill or imprison ( the obiect of his 
anger ), then the same should apply in the case of Sama as well. It may now be 
asked : “ How can there be the emergence ( udreka ) of Santa in the minds of 
spectators (of a drama), since there is in a drama vocal and instrumental music, 
etc., all of which are opposed (to the suggestion of the sthyayibhava Sama), and 
since santa is by its nature averse to the contemplation of worldly objects (e.g. 
music, dance, etc. ) ?" The reply is that those who admit the existence of santa 
in drama, do not believe that the presence of vocal and instrumental music ina 
drama acts as a hindrance to the emergence of Santa, for the very reason that 
the result (namely the emergence of santa) is actually experienced (phala- 
balat). If now it is maintained (by the opponent) that the contemplation 
of any worldly object is detrimental to the emergence of Santa, then (even in 
the case of non-dramatic poetry ), the alambanavibhava of Sama such as the 
transitory nature of worldly existence, and its uddipanavibhavas such as listen- 
ing to the recitation of the Puranas, association with saintly people, visiting 
sacred penance-groves and holy places ( tirtha), being worldly objects (after 
all), will have to be regarded as detrimental to the emergence of Santa (in the 
minds of the readers of non-dramatic poetry). It is for this very reason that 
in the last chapter of the Sangitaratnakara, it has been said : 


** Some have urged that in dramatic compositions (natyesu) there are 
only eight rasas. But that is not (at all) correct (acaru — unconvincing ), 


because no actor ever actually relishes any rasa whatsoever ”. ? 


l. Jagannatha does not accept tbe fact that the actor has rasa, Bhaitalollata, 
however, A. Bh., p. 264 (Vol.I) believed that he does: rasabhavanam api vasand- 
vegavagsna nate sambhavad anusamdhibaláe ca layadyanusarandt ( for this phrase cf, 
Locdna, Uddyota, II, p. l84, last line), Note too Dasarips, IV, 42 — kavyartha- 
bhavandsvado nartakasya na varyate, 


2, Saagitaratnükara, VIL. 360, p. 400 of the Ed, by G.B. Bastri, Vol. IV; 
Adyar Library, !933, Madras, 
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By means of this and similar arguments it has been established (in 
that work ) that $antarasa exists ( even in dramatic poetry). Even those who 
hold the view that Santarasa has no place in dramatic poetry (natya) will 
have necessarily to accept its existence in non-dramatic poetry (kavya), 
(firstly ) because there are no such objections (to its acceptance in non- 
dramatic poetry ) as given earlier, and (secondly ) because it has been establish- 
ed on the strength of all people’s actual experience that works like she Maha- 
bharata have Santarasa as their dominant emotional mood. It is for this very 
reason that ( a great schoiar like ) Mammatabhatta first opened his discussion 
Con the number of rasas ) with the words “eight are the rasas in drama” 
and concluded his treatment of the subject with the remark : * $anta too has 
to be admitted as the ninth rasa (in non-dramatic poetry ) ".? 


Of these — love, sorrow, disaffection, anger, enthusiasm, wonder 
mirth, fear and disgust are the abiding mental moods respectively ".* 
ON THE sthayabhava oF Santa 

(The sthayibhava of santa, namely) nirveda* (“ world-weariness ” ) is 
a peculiar state-of-mind ( cittavrttiyišesa ) which is also called by the name 
visayaviraga ( ** aversion to worldly objects of enjoyment ” ) arising from con- 
templation on the eternal Reality (nit yavastu) and the non-eternal phenomenal 
appearances in the world (anityavastu). If, however, nirveda is (not the 
result of such contemplation, but js) the result of. domestic quarrels, etc., it 
is regarded as a vyabhicaribhava ( a transient mood ) ( since it is of a transi- 
tory nature ).° 

Now here is a difficult passage from the Rasagangadhara on rasa : ° 

समुचितछल्तिसंनिवेशचारुणा काव्येन सर्मापिते; agaga प्रबिष्टेस्तदीय- 
सहृदयतासहकृतेन भावनाविशेषमहिम्ना वरिगळितदुष्यन्तरमणीत्वादिभिरळोकिकविभावानु- 
waa: शकुन्तलादिभिराळम्बनकारणेः, चन्द्रिकादिभिरुद्दीपनकारणै:, 
अश्रपातादिभि: कार्यैः, चिन्तादिमिः सहकारिमिश्र, संभूय प्रादुर्भावितेनालौकिकेन व्यापा- 
रेण तत्काळनिवर्तितानन्दांशावरणाज्ञानेनात एव प्रमुष्टपरिमितग्रमातृत्वादिनिजधर्मेण प्रमात्रा 
स्वप्रकाशतया वास्तवेन निजस्वरूपानन्देन सह गोचरीक्रियमाण: ova Peat 
रत्यादिरेव रसः ! 
l. KP., IV. p. 98 ( Jhalkikar's edition), 
2. K P., IV. 95, p. 707: 
3. रतिः शोकश्च निर्वेदक्रोधोत्साहाश्व विस्मय: । erat भयं Gare च स्थाविभावा: क्रमादमी ॥ 
4, निल्ानिलवस्तुविचारजन्मा (चित्तबृत्तिविशेष:) विषयविरागाख्यो fads: गृहकलहादिजसु 
व्यभिचारी । 


5. On the two kinds of nirveda, sce the 4, Bh., ( Raghavan's ed. p. 05), 
surely the source of Jagannatha’s remarks, 
( 6. Pages 25-27 KM, edition 939, 
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तथा चाहुः - “ व्यक्तः स aware: स्थायिभावो रसः स्म्रृतः? इति । व्यक्तो 
व्यक्तिविषयीकृत: | व्यक्तिश्च भग्नावरणा चित्‌। यथा हि दारावादिना पिहितो दीपस्तन्नि- 
am संनिदितान्पदार्थन्प्रकारायति, खयं च प्रकाशते, एवमास्मचेतन्यं त्रिमावादिसंत्रळितान्‌ 
रत्यादीन्‌ | अन्तःकरणधर्माणां साक्षिभास्यत्वाम्युपगतेः । विभावादीनामपि खम्नतुरगादी- 
नामिव रङ्गरजतादीनामिव साब्चिमास्यत्वमविरुद्वम्‌ | व्यञ्जकत्रिमात्रादिच्वणाया आवरण- 
भङ्गस्य वोसत्तिविनाशयाभ्यामुत्पत्तिविनाशो रसे उपचर्येते वर्णनित्यतायामिव व्यज्ञकताल्या- 
दिव्यापारस्य गकारादौ । त्रिभावादिचर्वणावधित्वादावरणमङ्गस्य, निवृत्तायां तस्यां प्रका- 
शस्याऽऽवृतत्वाद्वि्यमानोऽपि स्थायी न प्रकाशते | 


agr विभावादिःचवेणामहिस्ना सहृदयस्य निजसहृदयतावशोन्मिषितेन तत्तत्स्थाय्युप- 
हितखखरूपानन्दाकारा समाश्रावित्र योगिनश्चितवृत्तिरुपजायते, तन्मयीभवनमिति यावत्‌ | 
आनन्दो ह्ययं न छोकिकसुखान्तरसाधारणः अनन्तःकरणवृत्तिरूपत्वात्‌ | इत्थं चामिनव- 
गुप्तमम्मठभद्ठादिग्रन्थखारस्येन भग्नावरणचिद्विरिष्टो रत्यादिः स्थायी भावो रस इति 
स्थितम्‌ | 


वस्तुतस्तु वक्ष्यमाणश्रुतिस्वारस्येन weaken भग्नावरणा चिदेव रसः | 


aaa चास्या विशिष्टात्मनो विशेषणं विशेष्यं वा चिदंशमादाय नित्यत्वं aana च 
सिद्धम | रत्याबंशमादाय लनित्यववमितरमास्यत्वं च | चर्वणा चास्य चिद्गताबरणभङ्ग 
एव प्रागुक्ता, तदाकारान्तःकरणवृत्तिवी | इयं च परत्रह्माखादात्समाधेविक्षणा, विभावादि- 
विषयसंत्रलितचिदाळम्बनत्वात्‌ | भाव्या च काव्यव्यापारमाल्लात्‌ । अथास्यां सुखांशभाने 
के मानमिति चेत्समाधातपि तद्भाने कि मानमिति पर्यनुयोगस्य तुल्यत्वात. | ¦ सुखमात्य- 
न्तिकं यत्तदूबुद्धिग्राह्ममतीन्द्रियम्‌ ? इत्यादिः शब्दो5स्ति तत्र मानामिति चेत्‌, अस्त्यत्रापि 
४ रसो वै सः, waa ward भवति ' इति श्रुतिः, सकळसद्ृदयम्रत्यक्षं चेति 
suu | येयं द्वितीयपक्षे तदाकारचित्तवृ्यात्मिका रसचर्वणोपन्यस्ता सा शब्द- 
ब्यापारमाव्यत्याच्छाब्दी | अपरोक्षसुखाळम्बनत्वाच्चापरोक्षात्िका | तत्त्वेवाक्यजबुद्विवत्‌ | 
इत्याहुरमिनवयुप्ता चार्यपादाः । 

** Rasa—aesthetic enjoyment—is the sthayibhava rati, etc., which is of 
the form of a mental impression, already crystallised in the mind and im- 
planted in the mind since the time of birth (or since time immemorial) and 
cognised ( or perceived) by the cogniser (i.e. by the reader or spectator) 


along with the joy of self-realisation (nijasvariipanandena saha) which is 
absolutely real (and not imaginary), as it is self-luminous (svaprakasa) 
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(and does not require anything else to illuminate it). This cognition of a 
sthayibhava (such as rati, etc.,) is the result of an extraordinary function 
(of words and senses) (i. e. it is brought by the function called suggestion » 
( This suggestion ) is produced ( pradurbhavita) by the appropriate alambana- 
yibhavas, uddipanavibhavas, anubhavas and vyabhicaribhavas (described in 
the poem or represented on the stage) acting jointly and simultaneously 
(sambhitya). The extraordinary function ( namely suggestion ) which is thus 
brought into play as a result of the vibhavas, etc., immediately removes the 
ignorance which acts as a screen (or veil) covering up ( or obscuring ) the 
blissful consciousness of the Self. And when the screen of ignorance is thus 
removed, the cogniser rises superior to and becomes divested of his peculiar 
properties such as being a limited cogniser (ets. ). 


The vibhavas, anubhavas and vyabhicaribhavas are first presented by 
the poet or dramatist to the reader ( or spectator ) through the medium of 
the poem (or drama) which is charming because of the appropriate and 
beautiful literary style (adopted for conveying the vibhavas, anubhavas and 
vyabhicaribhavas ). These vibhavas, etc., enter (i. e., make an impression on ) 
the mind of the appreciative, sympathetic reader ( or spectator ). Then by 
the power of the peculiar mental reflection (on the vibhavas etc. ), on the part 
of the reader and in cooperation with his appreciative attitude, the vibhavas 
etc., become divested of their individualistic limitations and become univer- 
salised ( or generalised ), and vibhivas like Dusyanta and Sakuntala lose their 
individualistic natures as Dusyanta and Sakuntala and stand out before 
us in the universal character of manhood and womanhood in general. In 
the realm of poetics, fundamental causal factors like Sakuntalà, exciting 
causal factors like moonlight, effect-factors like the shedding of tears and 
collateral, accessory effect-factors, like anxiety etc., are designated by the 
names alambanavibhava, uddipanavibhiva, anubhava and vyabhicaribhava res- 
pectively. They are extraworldly ( alaukika, i. e. they are idealised ( and not 
presented as they exist in ordinary life ) so as to serve the purpose of awaken- 
ing and nourishing a particular mental mood (such as love etc.). In the 
ordinary world they are called alambanakarana, uddipakarana, karya and 
sahakarin, but when idealised so as to suit the atmosphere of poetry and 
drama, they are known by the names vibhavas, anubhavas and vyabhicari- 
bhàvas. 

“ For it has been said that a sthayibhava revealed ( or suggested) by 
the vibhavas etc. is called by the name of rasa”.! Revealed (or suggested ) 
means “made the object of revelation (or suggestion) ". Now vyakti 
( revelation ) (in the context of rasa-realisation ) means consciousness ( pure, 


j. KP. IV. 28, p. 86, ( Jhalkikar's edition ). 
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blissful consciousness of the Self), from which the enveloping screen is ( tem- 
porarily ) removed ( bhagnavarana cid). Just as a lamp covered by an earthen 
bowl (or wicker-basket) begins to shine by it self, and illumines nearby objects 
as soon as the cover is taken away, in the same way pure consciousness in the 
form of the atman(i. e. the atman who is pure consciousness and supreme 
bliss ), which is covered by ignorance, desire etc. begins to shine on its own 
(svayam prakasate) and illumines the sthayibhavas like rati, ctc., along with 
(appropriate ) vibhavas, etc. For the sthayibhavas like rati are the properties 
(or attributes) of the mind (in as much as they are of the form of mental 
impressions or instincts embedded in the mind ) and hence they are admitted 
(by rhetoricians and Vedantins) to be capable of being illumined by the saksin 
(i. e. the atman consisting of pure consciousness ) (as soon as the enveloping 
veil in the form of ignorance, desire etc., is removed). There should be no 
difficulty in accepting that even the vibhavas, anubhavas and vyabhicaribhavas 
are illumined by the àtman (although they possess an objective character and 
are objective entitities like ghata, pata, etc. ), on the analogy of the horse etc. 
seen ina dream, or on the analogy of the silver ( erroneously ) perceived in 
a piece of tin ( ratigarajata). According to this view rasa is nothing but the 
subtle, latent instincts like love etc. As these instincts are permanent moods 
of the mind, rasa also is permanent in character. Now the question arises, 
how rasa is said to come into existence and cease to exist if it is permanent 
in its nature. The answer is that origination ( utpatti ) and cessation ( vina$a) 
really belong to the aesthetic experience ( carvan ) of the vibhavas, anubhavas 
and vyabhicaribhavas which are the suggestors of the rasa. Or origination 
and cessation may be said to belong to the avaramabhanga (removal of the 
screen in the form of ignorance, desire etc. which covers up the blissful con- 
ciousness). But the origination and cessation are metaphorically transferred 
to rasa by laksana ( rase upacaryete). For this an illustration is given from 
the sphota doctrine of the grammarians. The letters in the form of sphota 
are really eternal. But they are in ordinary language spoken of as subject 
to origination and cessation, only ina metaphorical sense. They are said to 
be subject to origination and cessation because of the origination and cessa- 
tion of the contacts between the places of articulation ( palate etc.) and the 
articulators (tip of the tongue etc.). The duration of the removal of the 
screen of ignorance, desire, worldly distractions etc., is conditioned by the 
enjoyment (carvana) of the vibhavas, anubhavas and vyabhicaribhavas (i. e. 
the removal of the screen of ignorance etc., lasts only so long as the enjoy- 
ment of the vibhavas etc., last). The moment the enjoyment of the vibhavas 
etc. comes to an end, the light of one's own blissful consciousness be- 
comes veiled once again by the power of ignorance, desire, worldly distrac- 
tions etc., and the light of consciousness that until now illumined the sthayi- 
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bhavas being itself enveloped, the sthayibhavas though permanent (i.e. though 
present and exisiting all along), do not shine any longer, and their enjoyment 
comes to an end. This is the reason why, and this is the sense in which, rasa 
is said to be subject to origination and cessation. 

Or we may say as follows : because of the enjoyment of the vibhavas, 
anubhavas and vyabhicaribhavas, which enjoyment is evoked ( or is called into 
play, unmisita ) by the sympathetic attitude of the appreciative reader or 
spectator), the mind of the appreciative reader or spectator dwelling on the 
various sthayibhavas, becomes transformed into the blissful consciousness 
which is the nature of the atman, just as in the case of a Yogin, his mind 
becomes transformed into blissful consciousness during deep meditation 
(samadhi). This transformation of the mind into the blissful consciousness 
(which is the real nature of the atman ) amounts to the identification of the 
mind with blissful consciousness ( tanmayibhavana). Now this bliss is not 
comparable with any of the ordinary worldly joys; because ordinary worldly 
joys are a property of the mind ( antahkarana ), ( while this bliss, kavyananda, 
is the essence of the Giman itself). (Really speaking kavyananda is not 
identical with brahmananda or brahmüsvada, because it is produced by the 
laukikasamagri, such as the contemplation of the vibhavas, anubhavas and 
vyabhicaribhavas as described in a poem or exhibited in a drama, and so it is 
essentially /aukika. But still it is alaukika in the sense that it is not com- 


parable to any of the joys of this world. At the time of experiencing worldly 
joys, the atman enters into contact with the mind so that laukikananda is 
cittavrttisamyuktacaitanyasvarupa. But Kavyananda-or rasacarvanajanyananda- 
is suddhacaitanyaripa, i.e. at the time of experiencing rasasvada the cittavrtti 
itself becomes transformed into the bliss of pure consciousness). Jagannatha 
sums up the view of Abhinavagupta and his followers on rasa realisation as 
follows : 


“Thus in the light of the real intention ( svarasya i.e. abhipraya ) of the 
works of Abhinavagupta and of Mammata and others, rasa is a sthayibhava 
such as rati, characterised by blissful consciousness (i.e. becoming the 
object of pure, blissful consciousness which is the afman's real nature) 
from which the covering lid has been removed ( bhagnavaranacidvisistah, i. e. 
bhagnavaranacidvisayabhütah). But, says Jagannatha, really speaking the 
view of Abhinavagupta and Mammata ought to be stated as follows : rasa is 
the blissful consciousness itself from which the covering lid ( of ignorance, 
desire and worldly distractions ) has been removed and of which the sthayi- 
Bhavas like rati have become the object ( ratyadyavacchinnà bhagnavarana cid 
eva rasah). This emended statement of the view of Abhinavagupta and 
Mammata is based on the $ruti passage : raso vai sah. rasam hy evayam 
labdhvà ànandi bhavati, The difference between the two statements of Abhinava- 
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gupta’s and Mammata’s view consists in the shifting of the visesanavifesya- 
bhava. According to the first statement bhagnavarana cid becomes the višesana 
and ratyadisthayibhava becomes the viSesya. According to the second state- 
ment, ratyadisthayibhava becomes the vi$esana and bhagnavarana cid becomes 
the visesya. But according to Jagannatha, the second statement is much more 
in harmony with the Sruti passage quoted above, although the first statement is 
in keeping with what Abhinavagupta and Mammata have actually said in their 
works, “ But in any case, (i.e. under both the statements) the element of con- 
sciousness ( cidam$a ) is either a visesana (in the first statement) or a visesya 
(in the second statement), and one thing is certain ( or established ) that rasa is 
eternal (nitya) and self-luminous ( svapraka$a ), because rasa is vitally con- 
nected with the cidamsa (either as vi$esana or as visesya) and the cidam$a is 
eternal and self-luminous. Thus from the point of view of the cidamia, rasa is 
eternal and self-Iuminous, though from the point of view of the ratyadisthayi- 
bhava it is non-eternal ( anitya ) and illumined by something else ( para- 
prakà$a or itarabhasya )". (Hence both the remarks, namely rasah nityak 
svaprakasa’ ca and rasah anityah itarabhasya$ ca, are justifiable from their 
respective viewpoints, ) 

Jagannatha then goes on to say that the relishing of rasa is nothing but 
the breaking off (or withdrawal) of the screen (or mantle) (of ignorance, 
etc.) covering the pure consciousness ( cidgatavaranabhangah ) or the trans- 
formation of the mind into the bliss of pure consciousness which is the 
nature of the atman ( tadakara, i. e. svasarüpanandakara, antahkaranavyttih ). 
Now this aesthetic enjoyment (rasacarvana) is different from (and is not 
identical with ) the meditational trance (samadhi or brahmüsvada). For it 
has for its object (alambana) the bliss of pure consciousness blended with 
the cognition (or consciousness) of the vibhavas, anubhavas and vyabhicari- 
bhavas—which are worldly or mundane matters ( visaya, i. e. samsarikapada- 
rtha). But brahmasvada or parabrahmasaksatkara is not mixed or blended 
with the cognition ( or consciousness ) of worldly matters. (It is visuddha- 
brahmavisayaka or atmanandavisayaka). Further, aesthetic enjoyment ( rasa- 
svada or rasacarvana) is the outcome of the special function, namely 
vyanjanà peculiar to poetry, while brahmasvada is the outcome of the process 
laid down in the Upanisads, viz. Sravana, manana, nididhyasana, etc. [ Thus 
there is a difference between rasásvada and brahmasvada with regard to the 
visaya ( object ) and the means ( karana or sadhana) ]. 

We translate the next section (beginning : athasyam sukhamSabhane, 
etc. ): 

“Objection : what evidence or authority ( manam ) is there for holding 
that in rasasvada (or rasacarvana) there is the experience of an element of 
happiness (joy or pleasure) ( sukham$a ) ? 
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Reply : A similar counter-question ( paryanuyoga ) could be raised in 
regard to samadhi ( or brahmasvada ). In other words it may be asked : what 
is the evidence (or authority ) for saying that in meditational trance also 
there is the experience of happiness ( or bliss)? 


Objection : Why, there is the following evidence (in the form ofa 
quotation from the Bhagavadgita, to prove that in brahmasvada there is the 
experience of bliss). The Gita says (VL. 2I): sukham atyantikam yat tad 
buddhigrahyam atindriyam—which means that brahmasvada is full of happi- 
ness which is super-sensuous, which is perceptible directly by the intellect 
(intuition ) and which is atyantika, i. e. transcending every other kind of 
mundane joy. 


Reply : we (too) have the authority of a scriptural ( upanisadic ) state- 
ment to prove that rasasvada is full of happiness. The scriptural statement 
is: raso vai sah. rasam hy evayam labdhva anandi bhavati.” 


[ Actually, however, this scriptural statement refers to the atman and 
not to aesthetic experience. The proper meaning of the statement is : “ That 
( atman ) is surely ( vai) rasa ( joy or bliss). Having realised the ( atman 
which is ) rasa (bliss) he becomes happy or blissful.” In the first part of 
the quotation, the atman is equated with rasa ( i. ६. ananda — supreme joy or 
bliss). In the second part of the quotation it is said that having realised 
that atman which is rasarüpa or anandaripa, he, i.e. the spiritual aspirant 
(sadhaka), becomes supremely happy ( anandi bhavati). But Jagannatha seems 
to have understood both parts of the quotation as referring to rasa in poetry 
or drama, i. e.as referring to aesthetic experience. He understood the 
second part to mean : “ having realised rasa, i. e. the emotional flavour, he 
(i.e. the sahrdaya or samajika ) becomes supremely happy ” But we 
doubt very much if the quotation from the Upanisad is capable of such an 
interpretation ]. 

* In addition to this scriptural statement serving as evidence to show 
that rasasvada is anandarupa, the ünandarüpatva of rasasvada is borne out 
by a second authority, namely the direct experience of the sahrdaya.” Jagan- 
natha means that just as the anandarüpatva of the brahmasvada is supported 
by the quotation from the Bhagavadgita, and by actual experience of the 
Yogins, in the same way the anandaritpatva of rasasvada is supported by 
the scriptural passage given above ( namely : raso vai sak. rasam hy evayam 
labdhva ànandi bhavati ) and by the direct experience of the sahrdaya. 


Here is our translation of the next section: yeyam dvitiyapakse, etc. : 
“The rasacarvana (or rasasvada) which has been described by us above 
in connection with the second statement of Abhinavagupta's view as consist- 
ing in a mental condition transformed into the bliss which is the atman, well, 
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that rasacarvana ( or rasasvada ) is both Sabda (verbal) and aparoksa (i. e. 
of the nature of direct experience — pratyaksarupa)". Jagannatha means 
that it is Sabda because it is induced by sabdavyapara, namely vyañjana, 
and by abhidha which always precedes vyaijand. Rasacarvana (or rasasvada) is 
aparoksa ( i. e. pratyaksarupa) because its object is atmananda ( aparoksa- 
sukhalambanatvat ). Thus rasasvada is both $abda ( i. e. $abdavyaparabhavya ) 
and aparoksa, just as the knowledge of the identity between the jivatman and 
the paramatman, arising out of the Upanisadic statement—tat tvam asi—, is 
$abda in so far as it is the outcome of the sentence tat tvam asi, and is also 
aparoksa (i. e. pratyaksarupa ) as it is a matter of direct, actual experience 
(sakstkara ) for the spiritual aspirant ( yogin ). 
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E 


P. IV, fn. l. : See the article by M. V. Patwardhan and J. L. Masson : 
* Jagannatha on the Definition of Poetry ", Journal of the Oriental Institute, 
Baroda ( to appear shortly ). 

P. IX, line I2 : We must point out in all fairness, that this ascription 
is given only in the commentary of Ravicandra (see the Bhumika to the 
third edition of the Amarusataka in the NSP, I954) and not in the Vedanta 
tradition itself, Maàdhava( Vidyaranya ) does not mention the legend in the 
Sankaradigvijaya even though he does tell the story of his seeking sexual 
knowledge in order to respond to the questions of Sarada, Mandanamisra's 
wife. After having studied and put into practice Vatsyayana’s Kamasitra, he 
is also credited with a work on erotics : 

svayam yyadhattabhinavarthagarbham nibandham ekàm nrpavesadhari | 
(from Narayana Ramacarya’s Bhimika, p. l to the Amaru). 


The most commonly held belief of the Vedantasampradaya in relation 
to sexual love is expressed very graphically by Vidyaranya in his Sankaradig- 
vijaya, VIII, 25 ( p. 303, Anandasrama ed. ) : 

yasam stanyam tvaya pitam yasam jato 'si yonitah | 

tasu mürkhatama strisu pa$uvad ramase katham || 
But then, with the honorable exception of Kashmir Saivism, what religious 
system has been fair to women ? 


P. XIV, line  : Abhinava uses this same simile again in the Locana, 
p. 22 and adds : akalusodakadrstantena, on the analogy of a clean piece of 
cloth that is dipped into clear water and absorbs all the water. In the same 
way the sensitive reader absorbs poetry. 


P. 2, fn. ]: On p. 223, Vol. II of the A. Bh., Abhinava disagrees with 
Bhattatauta. It should be noted that Ananda too is not bound by tradition, 
Thus on p. 340 of the D. Al. he says that it isa mistake to slavishly follow 
the doctrine of Bharata : 

EAS na tu kevalam $astrasthitisampadanecchaya, and again 
erecto nennt bharatamatanusaranamatrecchaya ghatanam. 


P. 2, fn. 3, line 7 : There is no doubt that Anandavardhana knew 
Vakpatiraja’s poem, for on p. I73 (B. P. ed.) of the D. Al. he quotes a 
Prakrit verse which is No. 406 of the Gaüdavaho. See J. Masson and M. V, 
Patwardhan : “ The Dhvanyaloka and the Gaüdavaho ", to be published in the 


` 
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commemoration volume for D. D. Kosambi ( M. A. C. S. Research Institute, 
Popular Book Depot, Bombay ). 


P. 3. fn. 2 : In view of Abhinava's elaborate commentary on the Natya- 
Sastra, it is needless to stress the importance of this work for his own theories 
of aesthetics, See the present authors’ forthcoming book : * Natyasastra VI, 
with Translated Excerpts from the Abhinavabhàrati", Deccan College 
Monograph Series. 


F P. 3, गरि,] : See J. Masson: “On the Authenticity of the so-called 
Bhamahavivarana of Udbhata ” forthcoming in the Indo-Iranian Journal. 


i P. 4, line I0: Cf. Bhamaha, V. 3, quoted on p. 55 


er P. 5, last line of the footnote : this verse is also found in the Rama- 
yana, Ayodhyàkanda, I05, 24. 

P. 6, line 8: Ananda’s main contribution to literary criticism in India 
Was that he asked, for the first time, the really serious and fundamental 
questions, e. g. : “ What distinguishes great poetry from good poetry?” 
“ Where does the essence of poetic experience really lie?” ° What is the 
true purpose of figures of speech?” “How important is style?” See J 
Masson : “Philosophy and Literary Criticism in Ancient India ", in the 
forthcoming “ International Journal of Indian Philosophy” Vol. I, No. ], 
edited by B. K. Matilal . 


P. 4,line  : In Vol. III. of the NS (G. O. S.), p. 85, Bharata says 
that love lies at the base of all emotions. प्रायेण सर्वभावानां कामाजन्निष्पत्तिरिष्यंत | 
At XXII, 99 Bharata says that women are the source of all pleasure ! सुखस्य हि 
faat मूलस्‌ | Perhaps love was chosen as all-important by literary critics be- 
cause in the drama, as in real life, it is its own reward. Cf. the lovely versé 
from Bhoja's Sarasvatikanthabharana V. 74 : 
ic : yad eva rocate mahyam tad eva kurute priya | 
Cacu ce iti vetti, na janati tat priyam yat karoti sa || j 
* He thinks : '* My beloved does whatever pleases me. "^ He does not know 
that whatever she does is ( automatically ) pleasant 
sË P. ॥6, fn. 2: By oversight, we omitted the translation of the first 
three lines of the Skt. text from the A. Bh. Here they are: “Only those 
(spectators) whose hearts are like a clean mirror do not, at the time of 
watching a play (tatra), come under the influence of emotions like’ anger, 
infatuation, sexual desire, etc., which are (emotions only) appropriate to 
everyday life, (and not to the changes we undergo when watching a drama ). 
For those (self-controlled people), when they listen to the ten types of 
drama, the collection of rasas (i. e. the various rasas ) presented by means of 
dramatic representation (i. e. presented in a drama — natyalaksanah ) and 
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perceived through aesthetic experience consisting in generalised (i. e. deper- 
sonalised ) imaginative delight (rasan) is of course quite evident ( sphuta 
eva). But for those who are not able to control their everyday emotions... 


P. 8, line 3: Abhinava quotes the following definition of pratibha 
in the Locana, p. 9]: pratibha apttravastunirmanak sama prajña. “ Imagination 
is that form of intelligence which is able to create new things. ” 


P. 20, line I5: We wonder though, if it is not possible to interpret the 
words samanyagunayogena in the line: yadi kavyarthasamsritair vibhavanu- 
bhavavyanjitair ekonapancasadbhavaih sámànyagunayogenübhinispadyante rasas 
tat katham sthayina eva bhava rasatvam apnuvanti, found in the NŠ, VII. 
after verse 7 (p. 349, Vol. I of the G. O. S. ed. ), as a reference to sadharani- 
karana. Yt would be most interesting to see how Abhinava comments on 
this line. Unfortunately, his commentary on the 7th Adhyaya has not been 
found yet. 


P. 22, line : Note Abhinava in Vol. III. p. ]24 of the A. Bh. on the 
paramatman and drama. 


P. 24, fn. 3, line {I: Cf. A. Bh. Vol. IIT. p. 309: yat tu bhattana- 
yakenoktam “ siddher api natader angatvam vrajantyas tatpakse’ yam iti” tena 
natyangata samarthitaphalan ca purusarthatvad iti kevalam jaiminir anusrta ity 
alam anena. 


P. 29, line 6: This isan error on our part for which we apologise. 
What Professor Pandey actually wrote ( in a personal letter to Mr, Masson, 
May ], I969) is: *'Bhàskara Kantha, the author of the commentary 
Bhàskari on the Isvara Pratyabhijfia Vimarsini of Abhinavagupta wrote a 
long commentary on it, the fragment of which I saw in Srinagar which his 
descendants possess. ” 


P. 34, fn.  : Anandavardhana, on p. 487 of the D. Al. quotes a 
stanza which earlier writers claimed to be an example of vyajastuti (which 
Ananda rejects, since there can be no gunibhutayangyatà in V. and Ananda 
regards this verse as an ex. of aprastutaprasamsa). On page 489 he says that 
the stanza is commonly attributed to Dharmakirti: tatha cayam dharmakirteh 
$loka iti prasiddhih. He then goes on to say that that is perfectly possible 
in the light of another stanza ( which he quotes ) that is definitely ( Locana: 
nirvivadatadiyasloka ) by Dharmakirti. 


P. 34. fn. , line IO : Tat tanmatapariksayam | granthantare | nirüpayi- 
syamah means : “ We will deal with this in another work, in the examination 
of the Buddhist views ". Now the most usual way of understanding this is 
to assume that Ananda wrote a general work of philosophy (like the Sarva- 
darsanasangraha ), in which he examined critically several different philoso- 
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phies. Abhinava’s remarks, which are based on first-hand knowledge, are 
confusing. Dharmottara wrote a commentary on Dharmakirti's Pramana- 
viniscaya called the Viniscayatika, that has been preserved in the Tibetan 
Tanjur, though not in Sanskrit ( see Dharmottarapradipa, Tibetan 
Sanskrit Works Series, Vol. IT, Patna, 955 — We are indebted to Professor 
J. W. de Jong for this information). Vivrti can either mean“ an explanation” 
in general, or it can be an actual commentary (e. g. Natyavedavivrti, and 
Pratyabhijnavivrti). We could translate Abhinava's remarks as follows : 
« Another work ” refers to the commentary (vivrti) called Dharmottari on the 
ViniScayatika by the author of this work (i.e. the D. Al., that is, Ananda- 
vardhana ). This (issue) has been explained in that work. ” Or Dharmo- 
ttari could be the name of the commentary on the Viniscaya (i.e. Darmakirti’s 
Pramanaviniscaya ). In this case the meaning would be : “ That issue has 
been discussed in the gloss which was written by this author (namely 
Ananda ) on the Dharmottari, a commentary on the Viniscaya." This would 
mean that Ananda wrote an actual commentary on a Buddhist text. To our 
knowledge, there is no commentary by a Hindu writer on a Buddhist text. 
The work, therefore, would be unique. But we have seen that much of what 
Anandavardhana did was unique, and this need not deter us from explaining 
the lines in the manner we have. Jacobi ( ZDMG Vol. 57, p. 328) writes : 
Nach Abhinavagupta in Niscayatika, bei der Erklarung der Dharmottara. Es 
scheint namlich dharmottamaya statt dharmottamayam gelesen werden zu 
müssen." The reading dharmottamaya is found in the KM ed. of the D. Al. 
(935 ed.) 


P. 46, fn.  : Note that Visvanatha speaks of this Narayana as being 
his great-great grandfather ( vrddhaprapitamaha i. e. prapitamahapita) SD. 
I. 2-3. 

P. 5l, line I2: cf. NS XIX. 46 ( Vol. III, p. 80): 

yasmat svabhavam santyajya sangopangagatikramaih | 
prayujyate jnayate ca tasmad vai natakam smrtam || 

P, 53, Note that Abhinava in the A. Bh. Vol. HI. p. 24, remarks 
that the spectator does not think he is watching an actor, but feels itis the 
original character he is watching : preksakapakse na natabhimanas, tatra hi ` 
ramabhimana iti dar’ayati. 


P. 99, last line of text : In the A. Bh. $intarasaprakarana, Abhinava f 
twice ( once in the case of the jatyamSakas and again for the Dima ) justifies 
the fact that Bharata does not mention Santarasa separately. But we find: 
it curious that Abhinava is silent on the many passages where Bharata speaks 
of all eight rasas but omits Santa. For instance : in XX. 72, Vol. HL p. I05, 
Bharata mentions the different Vrttis as they apply to each rasa, Santa is 
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not mentioned, nor does Abhinava defend its omission. In chapter XVII 
verses I28-I29, the various forms of kaku are mentioned for each rasa, 
excluding $anta, and again Abhinava ( Vol. II. p. 396) has no explanation. 
The same is true of XVII I03-I04, where the svaras are mentioned for each 
rasa, and Vol. II, p. 398, where the pathas are given for each rasa, excluding 
Santa, 


P. 39, fn, 2 line: This might refer to a pathantara of the NS text 


itself. 
P. I45, line : We drop nanu as in the NSP ed. of the Dasarüpaka. 


P. 50, note 3: We cannot agree with Dr. Raghavan and the late 
S. K. De when they hold that Dhanika did not allow $antarasa even in 
poetry. We think he did. Clearly both scholars have followed the NSP 
edition, which reads, in the avataranika to verse 45 (ch. VI) nanu before 
santarasasya (as well as anabhidheyatvat in place of anabhineyatvat ), which 
would turn this passage into the words of the Pürvapaksin. Thus the 
final phrase: kavyavisayatvam na nivaryate is the position of the Pūrva- 
paksin. Now comes the difficulty : who speaks the words atas tad ucyate? 
If we suppose that this is the Pürvapaksin, who is seeking support in the 
line of Dhanaüjaya, then the pürvapaksa must continue with santo hi yadi 
tàvat up till svadayitarah santi. But these two positions are contradictory : 
in the first part, santa is admitted in poetry, and in the second part it is 
excluded. So the words atas tad ucyate must be the words of Dhanika. 
But this also makes bad sense, because if Dhanika is responding to the pürva- 
paksa, he would be interpreting verse 45 to mean that there is no santarasa at 
all. In that case, what would the words at the end of the paragraph: taduk- 
tyaiva santarasasvàdo nirüpitah mean? Obviously they are meant to esta- 
blish some sort of existence for santarasa. In view of these arguments, we 
feel that the reading nanu is not correct, since it seems to us clear, both from 
our interpretation of VI. 45, and from the concluding lines of the Avaloka 
thereon, that Dhanika did accept santarasa in poetry. Without nanu, the 
avataranika is by Dhanika himself, and is meant to introduce the notion of 
santararasa in kavya. Atas tad ucyate follows most logically : “ Therefore, 
the following is said:". Now the words santo hi yadi tavat represent 
Dhanika's objections to the description of santarasa given in the verse na 
yatra duhkham etc. He ends his objection by saying: na ca tathàbhütasya 
santarasasya sahrdayah svadayitarah santi, "There are no sensitive readers who 
could enjoy such a santarasa.” In the Gujerati Press ed. the next words are 
athapi, namely, “nonetheless”, i.e. in spite of this definition of santarasa, 
we can admit its existence by understanding it to be, not an indescribable 
state, but one in which there is mudita etc. In other words, Dhanika accepts 
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santarasa, but he refuses to characterise it as negative the way the definition 
he quotes does. The reading of the NSP ed., simply atha, makes bad sense, 
for this would have to be part of the parvapaksa, which would, in that case, 
never be answered by the siddhanta. It is clear from IV. 45, that Dhanafijaya 
accepted some form of dantarasa. We accept the reading anirvacya, since 
nirvacya would mean simply: It can be defined, or explained. But if this is 
what Dhanafijaya felt, why did he not mention it among the 8 sthayibhavas? 
The reason is that it follows automatically, since it consists of mudita etc., 
which are the same as vistara, vikasa, etc. which were already mentioned in 
IV. 43, and so there is no need to mention it separately. This is what is 
meant by anirvacya. If Raghavan and De are correct, how would they 
explain the line in the Avaloka : taduktyaiva santarasasvado nirüpitah, which 
clearly indicates that santarasa can be aesthetically enjoyed ? 
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Diacritical marks are ignored. Thus, s, s and £ will all be found under s. 


A 

abhidha, 3, 7, 73, 85, 86, 77. 

Abhidhayrttimatrka, 7. 

Abhinavagupta— 
as a poet, XVI. 

Abhinavabharati, I, II, VI, 2, 8, 2!, 
3, 3n, 4, 26n, 27n, 32n, 35, 35n, 
43, 43h, 45, 46, 48, 48n, Sin, 52, 
52n, 53n, 54n, 56, 56n, 57, 57n, 
59n, 62n, 63n, 64n, 65n, 68n, 7In, 
72n, 73n, 74n, 75n, 84n, 85n, 87n, 
90, 92n, 93n, 97n, 98n, 00n, 03, 
llin, LI3, 720,.2ला,.330, 35n, 
36n, 38n, l43n. 53n, 54n. 6], 
69, I70n, 89, 90. 

abhinaya, 53. 

abhinayana, 47. 

abhivyakti, 65, 65n, l6I. 

abhivyaktikarana, 28. 

adbhutarasa, 95, 95n, 33. 

Adhikarin, 62. 

Advaita, I30n. 53n. 

Agnipuràna, |2, I63n. 

akhyana, 86, 

Aksapada, 26, I27, I27m. 

ajahallaksana, 55n. 

alambanavibhava, I69. 

alankaradhvani, 6, 50, 8], 8!n, 88, 89. 

Alankarakaustubha, 46n. 

Alankaramahodadhi, 62. 

Alankarasekhara, 34. 

alaukika, I28, I28n, I60, I72. 

alaukikacamatkara, 48. 

Alavarez, A., XVI. 

Amarusataka, IX, I89, 


anakhyeyavada, I62n. 

anakhyeyavadin. 6, 6n. 

ananda, XVII, 3], 42, 50,— 
as goal of poetry, 67n, I62. 

ànandaikaghana, VII, 60, 6]. 

anandaghana, 25, 

Anandavardhana, 34, 67, 99. 0], 
02n, I03n, I09n, 2, l2n, 22n, 
52, 55, 56, 57, 57n, 89, I9. H 

anandavisranti, 42. 

anubhāvas, 48. 

anugrahyanugrahakabhavasankara, 
5Sn. 

anuvada, 9. 

Anuyogadvarasütra, 37n. 

angangibhavasankara, l55n. 

apratisthitanirvana, l35n. 

arabhati, l4l. 

ardrata, 43. 

Art (autonomy of), 5l. 

artha, 36. 

arthantarasankramitavacyadhvani, 
52, 54, 55. 

Arya, 99n, 39n, 

asabhya, I9. 

asammoha, I29n, 

asramas, 34, 

asvada, 70. 

Asvaghosa, 3, 5. 

Atman, I3!, I3In, 42, 73— 
identity with Brahman, 60-6], 

atmananda, XIV, 3], 4], 77. 

Atreya, B. L., 30n. 

attahasa, 42. 

aucitya, 9, I0, I0n. 


Ë 96 


Auden, W. H., 4. 

Avaloka (Dasarüpakavaloka), 93n, 
97n, 98n, 56, 43-5, 93, 94. 

Avimaraka, 3. 

avivaksitavacyadhvani, 8. 

avyutpatti, 0. 

Aucityavicaracarca, l64n. 

autsukya, 58, 58n. 


B 


Balapriya, V, XIVn, 66n, 68n, 7l, 
I02n, I0Tn, IlIn. 

Balzac, I4, 

Bengal Vaisnavas XV, I22n. 

Bhagavadabhaktirasayanam, 
83n, 58, 59. 

.Bhàgavatapuràna, 84n, I07. 22. 

bhagnavarana cit, I73. 

bhakti, 39, [43, 60. 

Bhamaha, 2, 3n, ]9, 54, 55, 56n, 66, 
Tin, 90. 

Bhamahavivarana, 3, 86, 90. 

Bharata, 47, 57, 93, 99, 00, 20, 23, 
23n, 28, 29, 36, 37, ।49, 68, 
89, 90. 

Bharati, A., 39n. 

Bhartrhari, I, l57n. 

Bhaskara, 46n. 

Bhattacharya, S., II, 34n, 55n, 66n, 
67n. 

Bhattanarayana, 44. 

Bhattanayaka, I5 ff., 23, 23n, 24n, 49, 
62, 63n, 65n, 66n, 67, 67n, 72, 72n, 
73, 73n, 74, 74n, 75, 75n, 77, 85, 
85n, 86, 20, 58n, 59, 9. 

Bhattatauta, 8, I8n, 63n, 70, 85n, 
03, 89. 

Bhattenduraja, 72n. 

bhàva, 52, 53n, 78n, 79. 

Bhavabhüti, 26, 79n. 

bhàvadhvani, 88. 

bhàvakatva, 75. 

bhavana, 20, 64n, 72n, 75n, 76n, 76. 

Bhavaprakasana, l60n. 


22n, 


शान्तरस 


bhaya, 67, 68n, 20. 

bhayanakarasa, 37n, 
l43n. 

bhogikarana, 63n. 

Bhoja, 90, 

Bhojaprabandha, VIII, 3. 

bhuiijana, 44. 

bibhatsarasa, VII, 02, 42. 

Blake, VIII. 

bliss, 22, 42. 

Boas, G., 5. 

Boddhisattvas, ]34, I35. 

Brahman, 26, 67, 77, 07, 59. 

brahmananda, 26n. 74. 

brahmasvada, 26n. 67, 67n, 5I, 58 
60, 75. 

Brahmasiddhi, I60n. 

Brahmasütrabhàsya, 25. - 

Brhadaranyakopanisad, 25, 25n. 

Brhathathaslokasangraha, 22n. 

Brophy, B. I0In. 

Brough, J., I, III. 

Buddha, 20n. 39n. l4In. 48, 49. 

Buddhism, 3, 34, 92. 

Burrows, M., X. 


33, 43, 


G 
cakra, ]39n. 
Candidasa, 63n. 
Candrika, I03n, 
camatkàra, XIV, 30n. 45, 45n. 46, 
69n, 
camatkrti, 45. 
Candrikakara, I02. 
Carudatta, 46n. [40. 
Carvaka, VIII. 
carvana, 42, 50, 73, 73. 
Chàndogya, XII. 
Childhood, XI. 
Chintamani, T. R. V. 20. 
cinmatra, 32n. 
Coleridge, XVI., 2. 
Coomaraswamy, A., I23n. 
Creative writing ( courses in ), 8. 


EE NDEX 


D 


dancing and freedom, XI. 

danavira, 0l, 02n. 

Dandin, 3, 3n. 7In. 

Dante, V. 

Dasarüpaka, II, 56n, 64n, 65n, 67n, 
85n, 43-5], 66n, ।93, ।94. 

Dasarūpàvaloka, see Avaloka. 

Dasgupta, S., 30n. 

dayavira, I0l, I02n., 33, 67, l50. 

De Jong, J. W., 92. 

De, S. K., I., VI, I9n., 35n., Tin, 
84n, l50n, 93, 94. 

Delight (as purpose of poetry), 55. 

Demons, lll. 

Denotation, 65. 

Devi, 32. 

Dhanafjaya, 77n., 98n, 
50n, 93, 94. 

Dhanika, 56n., 98n., I47, 48, I50n, 
I5In, 93. 

Dhanyasloka, 38. 

dharmakaya, I35n, 

Dharmakirti, 34n, 9l. 92, 

Dharmavira, I0L, I02n, 33, 43. 

Dharmottara, I92. 

dhrti, 2In., ]33, 39. 

Dhruva, 58. 

dhvanana, 75, 86. 

dhvani, 6n, I7, 76n. 8|, 52, 62. 

Dhvanyaloka, I, II, VI, VII, IX, X, 6, 
8n, 8, 9, 9n, Il, In, I3, I5, 32n, 
35, 40n, 44, 46n, 53n, 66n, 67n, 
75n, 76n, 78, 78n, 79, 89, 89n. 94, 
99n, I03, l05n, l06n, l09n, 29, 
52, 6. 

Dhavanyalokalocana, see under Lo- 


I46, l48, 


cana. 
dhirodatta, 46, 48, l50. 
dhirasanta, ॥46, 47, l48, l49. 
Didhiti, I05n. 
Dima, 40. 
Dipika ( on the Kavyaprakasa ), 54n. 
Donne, J., XV. 


97 


dosa, I0. 

Drama— 
definition of, 5l. 
unreality of, 2!, 52. 
similarity with life, XI. 

Dreams, XI. 

druti, 67, 72n. 77n, 77, 82. 

Dusyanta, I72. 

dati, 39, 40. 

E 

Ecstasy ( and aesthetic experience ) 2 
exercises for inducing, 27. 

Edgerton, III. 

Egoism (absence of, in santa), 96, 
02n. 

Ekàvali, 63n. 

Eliade, 39n. 

Eliot, T. S., XV. XVI. 

External world ( primacy of ), 3. 

F 

Figures of speech, . 

Filliozat, P., II. 

Freud, S., X. XI 

G 

Gadhi, 30n. 

gangayam ghosah, 7. 

Gaudapada, I62n, 

Gaudapadakarikas, 25. 

Gaüdavaho, 2, 89. 

Gautama, 27. 

Gautamadharmasütra, |33n. 

Generalisation, I42, 4. 

ghantyanuranana, 28. 

Ghosh, M., I. 

Gita, 007., 08, l08n. 
29, 30, 76. 

Gitarthasangraha, 24, I0Tn. 

Gnoli, R., I, 3, I8, 20, 20n, 40n, 45n, 
Sl, 57n, 62, 64n, 68, 69n, 78n, 
I20n, l58n. 

Goblins ( unreality of ), 72, 72n. 

God ( rest in), ॥57. 

Gods ( care in narrating their deeds ), 
74n. 


llln, 22n, 


98 


Goethe, XV. 
Gadharthadipika, 25n. 
guna, I4, 67, Tin, 72n. 
gunavrtti, 3. 
gunibhitavyangya, 9. 
H 
Haas, G. O. II, I5In. 
Harivamsa, I07. 
harsa, 33, 
Harsa, 47. 
hasa, 29. 
hasya, I4, 42. 
Hemachandra, V, I6, 20n, 58n, 63n, 
67n. 
Hiriyana, M., I, 68n. 
Hrdayadarpana, VII, 23, 23n., 55,85, 
87, I20n. 
hrdayanupravesa, XI. 
hrdayasamvàda, VIT, 47, 49, 50, 73. 
Huxley, A. VX, VXII. 
I 
I, 59n., 
displacing of, 89. 
idam ittham, I56, 56n. 
Ideas ( in poetry ), 5. 
Imagination, ]3. 
Ingalls, D. H. H., I, HI, 7In, I0Tn. 
Ineffability, 62, I62n. 
Ionesco, 0. 
Isvarapratyabhijüakàrikà, 44. 
Isvarapratyabhijüavivrtivimarsini, 
27n, 28n, 44, 59n., 58n, 
Tévarakrsna, I25. 
itihasa, 54, 56n., l22n., ]39. 
Jy 
Jacobi, H., II., 26n.. I07n, 92. 
Jagannatha, 67n, I22n. 
James, Henry, XVI. 
Janaka, XII, XIV, 00. 
Jayadeva, 59. 
Jayantabhatta, VIII. 
Jayaratha, 40, 4], 42n, 49n, 50, 59n, 
]33n, 63, 


शान्तरत 


jatyamsaka, 36, 36॥. 

Jimntavahana, 36, 46, l48, l49, 
66, 34. 

jivanmukta, 00, 35. 

Johnston, E. H., 3. 

Journal of Aesthetics & Art Criticism, 
II. 

Joy (transcedent ), 57. 

Joyce, James, IX. 

jugupsa, I02n, 24, 29, ]33, 42n. 


K 


Kadambarikathasara, 7In. 

Kafka, IX. 

kakataliyanyaya, 37. 

kaku, 93. 

Kalidasa, XVII, 3n, I0, 34, 74n. 

kama, 36, 

Kamasttra, 89. 

Kane, P. V., I, 2!, 2, 20, 34n, 40n, 
97n, 99n. 

Karikakara, 95. 

karunarasa, VII, 69n, 79, 82, 82n, 
83n, 85n. l00n, II0, I05, ll0n, 
33, 37n, I54. 

Kasikavrtti, 08, lin. 

Kaula, 39, 40, 

Kaumudi (on Locana), V, XII, ॥7, 
I7n, 24n, 83, 85, 88n. 

kavisakti, 0. 

kàvya, X, 22n, I70, ( santarasa in), 
93, 94, 

Kavyakautuka, I5, 7, 03. 

Kavyaloka, 8, 23n. 

Kavyamimamsa, II, I9, 78n/86n. 

Kavyanusasana, I6, 58n. 

Kavyananda, 74. 

kavyanaya, I2. 

Kavyapradipa, 67n. 77n, 

Kavyaprakasa, II, 78n, !54n, ]64, 
) 

Keith, IIT. 

Kosambi, 64n. 

kraurca, 79, 82. 83. 


[3 DEX 


Krsna, 07, 0, 

Krishnamoorthy, K., IT. 

krodha, 29. 

krtakrtya, I6I, 

Ksemaraja, 30n, 39, 46. 

Ksemendra, 64n. 

ksobha, 5]. 

Kulàrnavatantra, 4, 

Kumarsambhava, 0, !. 

Kuntaka, V, 35n, 7iIn. 09n. 

L 

Lahiri, P. C., 72n. 

laksanà, 7, 73, 85. 

Lamotte, Ét,, I22n. 

laukika, 28, I28n. 

Lawrence, D. H., IX. 

laya, 68. 

Lévi. S., I, 35n. [4ग्रा, 

Lewis, C. S., XVI. 

Literature— 
autonomy of, 9. 
and morality, 0. 

Literary sensitivity, !l. 

Locana ( Dhvanyalokalocana ), I, IV, 
VI, VII, शा, XII, XVI, 4, 7n, शा, 
8, 5, 2In, 220, 23, 23n, 24n, 33, 
33n, 34n, 40n, 43, 43n, 44n, 
50, 50n, Sin, 54n, 54, 55, 55n, 56, 
57, 59, 60n, 60, 66n, 67n, 69n, Tin, 
72n, 73n, 74n, 75n, 77n, 78n, 79, 
8], 82n, 86, 87n, 93n, 96, 97, 98, 
98n, 02n, 05, I08n, 09, 0, 20, 
24n, I36n, 37n, 38n, 52-57, 
l5Tn, 69n, I89, 9I. 

lokadharmi, 47, 70, 70, 7in. 

lokaprasiddhi, 2, 

Lollata, 68, 72, 72n, 73n, I43n, 69n, 

** Lord of the Rings ", 84n. 

Love, 43, 0!, 90,— 
existing in consciousness not in 

body, 4. 
even ascetics interested in, 5. 
Abhinava on, I5. 
various kinds of, 43, 


XXVII 


99 


as an aesthetic experience in santa, 
32. 

Love-bites, 85n. 

Love-making, ( no aesthetic pleasure 
in watching ), 64. 

Lüders, H., 3. 

M 

Madhusüdanasarasvati, 25, 25n, 82n, 
22n, 58. 

madhurya, 4, 

Magic flower, XIV. 

Mahabharata, IX, X, XIII, XIV, 2, 
30, 36n, 55n, 96n, 04, 05, 06, 
06n, 07, 08, 0, , 2, 3n, 
66. 

Mahabhasya, I25n. 

Mahanataka, 46. 

Mahaparinibbanasutta, XIV, 22n. 

Mahavrata, 33. 

Mahayanasiitras, ]22n, 

Mahimabhatta, V, 9, 58. 

maithuna, 42. 

maitri, 5]. 

Malayavati, 47, 66. 

Mallinàtha, VIIT, 79, 

Malreaux, A., XI. 

Malvania, D., 37n. 

Mammata, 54n, 67n, 69n, 77n, i23n, 
64, 70, 74, ॥75. 

Mandanamisra, 60n. 

Manikyacandra, 63. 

Mann, Thomas, 8. 

Masson, J. L., 82n, 09n, 89, 90. 

Matilal, B. K., IT, 30n, 90. 

Mescalin, XV. 

Methodology, I. 

Mimamsa, VIII, 76n. 

Mirror ( analogy with ), 33n, 49n. 

moksa, 4. 22, 48,800n, 03, 05, 06, 
I08, 0, 22, 27, 29n, 30, ] 37, 
5l. 

Moral instruction, 56n. 

Mrechakatika, 46, 47n, 

mudita, 5I, 


200 


mumuksa, (62. 
Music, 6, 47. 
o 


Obscenity, I0. 

Olson, E.. 8In. 

Osborne, H., XVn, XV. 

N 

Nagananda, XVI, ], 34, 95, I02n, 
]33n, 35, 36, 37, 42, 46, ॥4, 
49, 66. 

Namisadhu, 94n. 

Nandi, I58n. 

Narayana (as god of santarasa ), 6-, 
(author ), 92. 

Narendraprabhasüri, 62. 

Natakas, I22n, 36. 

Natya, I70. 

natyadharmi, 47, 70, 70n, 7l, 7In. 

Natyasastra, I, II, VI, XIV, 3, 4, 20, 
2i, 23, 23n, 26n, 34, 34n, 52, 56, 
70n, 78n, 83n, 90, 92n, 99n, I0In, 
I02n, II0, 2l, 26n, I29n, 30n, 
32n, 37n, 38n, I90, 92. 

Nemrov, H., 8. 

New Critics. , 8In. 

niyama, I00. 

nijarasabhara, Sin, 

Nilakantha, I07n. 

nirapeksa, Il0n, 

nirveda, 48. 92, 92n, 98n, 00, I!, 
23, 23n, 24, 25, l26, 27, 
28n, 32, I70n. 

nirvikalpasamadhi, 26n. 

niskama, 49, I49n. 

Nyayayamafijari, VIII. 

P 

panakarasa, 30. 

Paficadasi, I63. 

Pandey, K. C., I, 23n, 24n, 29, 29n, 
38, 45n, 66n, 40 40n, I34n, I9l. 

Panini, Ill. 

Parabhrahman, 42. 

Paramarthasara, XII. 


शान्तरस 


Para trimsika, 33, 54n. 
para Vak, 3. 
paravrtti, 23n. 
Park, R., XVI. 
paryudasapratisedha, 99n. 
Patafijali, 75n, 25, 25n. 
pàtha, I93. 
pathya, 58n. 
Patwardhan, M. V., I09n, 89. 
Philosophical vision, 53-57. 
Plagiarism, V. 2. 
Plato, VIII. 
Pleasure (as major goal of poetry), 
67. 
poet— 
importance of, ]2. 
as creator, ]2. 
technical equipment for, Il. 
and Yogins, 23. 
ys. rationalist, 24n. 
vs. religious fanatic, 24n, 
poetry — 
same as drama, 6. 
and madness, XII. 
puropse of, XVII, 54, 77n. 
and drama, 6. 
and blindness, I9. 
compared to a wife, 54. 
Poetic vision, I53-57. 
pradhànya, 5. 
prakarana, 74n. 
prahasanas, 38. 
Pramanavarttika, 34n. 
Pramanaviniscaya, 92, 
prasajyapratisedha, 99n. 
Prasannaràghava, \59. 
Pratàparudrayasobhüsana, 63n, 
85n. 
pratibha, 3, [67,., I8n, 9n, 20, 
9l. 
pravrtti, I07n, 
prayojana, l55n. 
Primary world (and secondary world), 
84n. 


INDEX 


priti, XVII, 54, 54n, 55, 67n, 77n, 
62. 

profession vs. description, 8. 

Proust, IX. 

purusarthas, ]l, 22, 35ओ. 

Puranas, 37n, 39. 

pürvaranga, 52n. 

pütras te jatah, 7. 

R 

Raghavabhatta, 58n. 

Raghavan, V., II, V, I0n, I5, 26, 29n, 
45, 52n, 53n, 67n, 70, 7In, 72n, 
85n, I02n, 03, IO7mn, I20n, 25n, 
28n, 50n, 60n, 93, 94, 

Raghuvamsa, 3, 79n, I56n. 

Raikva, 22. 

Raja, K. K., I, 7. 

Rajatarangini, XIII. 

Rajasekhara, 2. 

Rama, 47n, 63, 64, 64n, 68n, 69, 74, 
82n, 05, 35, 46. 

Ramayana, 2, 2, 35n, 74, 79n, 82n, 
83n, 84n, 85, 04, 05, 08, l08n, 
90. 

rasa, VIII, XII, XVIII, ( surrender of 
self in ) 7, 2, I2n, 6, 23, 28, (and 
the-I consciousness), 32n, 50, ( defi- 
nition of ), 5L, (analogy with tree), 
52, 53n, 54, 55, 57, 58, 59, 65, 65n, 
68, 69, 70, 73, 75, 76, 78, 79, 8l, 
83, 85, 87, 87n, 88, 93n, ( number 
of), 94, 96, 05 (in the Ram. and 
M. Bh.), II, 2, 35, 38, 43n, 
(number of), 53n, 58, 59, 60, 
(as suggested ), 7l, {72. 73, 74, 
75, 76. 

rasadhvani, 6, 8, 5], 8], 53. 

Rasagangadhara, II, IV, XII, 20, 
63n, 67n, 85, 64, 67-77. 

Rasapradipa, 63n, 65n, 68n. 

rasapratiti, 72, 35n. 

rasasütra, 43, 57. 62n, I23n. 

rasasvada, 24n, 26, 5\, 57, I58, 59, 
60, 64, 75, 77. 


raso vai sah, I76, 

rati, PA 28635 

raudrarasa, VII, 96, 30, 30n, [4l, 
I70. 

Ravicandra, 89. 

Rawson, P., I. 

Realism, 7In. 

Religion and literature, XVI. 

Religious belief, V. 

Religious ecstasy and poetry, 2l. 

Religious preoccupations in poetics, 
VI-VII. 

Renou, L., I, l, 85n. 

Repose, 35. 

Richards, I. A., IV, XVI, 86. 

Ritual and theatre, 43. 

Rudrata, 93. 

Ruyyaka, I58. 

S 

Sabda, 77, 

sadava, 54, l54n. 

sadharanikarana, 20, 49, 64n, 72n, 
74n, 75n, 9. 

sadyomukti, 62. 

Sahityadarpana, II, 46n, 84n, 64— 
66. 

sahrdaya, IV, VII, XI, XII, 6, 23, 47, 
59, 78 (defined), 84n, l58, 59, 
76. 

sahrdayahrdayasamvedya, 62n. 

sahrdayata, 45. 

sahrdayatva, 62. 

Sahrdayaloka, 8, 8n. 

Saivism, Kashmir, IX, 24, 27, 33, 
30n, 89. 

sakama, 49n. 

saksin, 26 (and rasa), 73n, l53n, 
73. 

sakti, 4], 42, 46n, 59n. 

Sakuntala, 57, 58. 

Sakuntala, 48ा, 

gama, 5, 30n, 35, 28, {32, 49, 68, 
69. 

samagri, 69, 73. 


202 


samadhi, 24, 39॥, 60, 74, I75. 

samnyasa, 34. 

Sampradayaprakasini, 8. 

samsara, 52, 52n. 

samskara, 37. 

samyagbodhi, I22n. 

samyagdarsana, 22n. 

samyagjfana, 26n. 

sanghatana, ]5. 

Sangitaratnakara, l60n, I69, I69n. 

Sangrahasloka, 99n. 

Sangrahakarika, 39. 

Sankara, IX, XVI, 25, 25n, 30n, 62n, 
I23n, 6. 

Sankaradigvijaya, 89. 

Sankhacida, I36n, 

Saükhya, 67n. 

Sankhyakarika, l25n. 

Sankuka, 63n, 68, 68n, 69, 69n. 

Santarasa, HI, V., VII, VIII, IX, X, 
XIII, XVI (its absence in early 
drama), [2, 32n, 92, 94, 96, 96n, 
97, 98, 99, 00, 04, 02, 03, 05, 
06, lil, 20, 23, {24, 25, 28, 
29, 30, 33, ।35, 37, 38, 39, 
40, 4. 42n, 49, 66, 50, |5 L, 
67,68, 69. 70. 

Santarasaprakarana, 39n. 

sapeksa, IIOn. 

Saradatanaya, I60n. 

Sarasvatikanthabharana, I90. 

sastra, 4, I7, I9, 30, 55n, 66n, 78, 86, 
I08. 

Sastranaya, |2. 

sattva ( guna), 77n. 

sattvati, Í4. 

sattvikabhavas, I20n, 

Satyakama Jabala, \22n. 

Saundarananda, 3, 4n, 6, {07. 

savikalpasamadhi, 26n. 

screen ( of ingorance ), 72. 

sealing wax ( compared to mind, du- 
ring literary experience ), 83n. 

Self, 67, 3, 32, 33, ।63. 


शान्तरस 


Semen (ejaculation of), 42n. 

Senses ( enjoyment in ), 3. 

Sexual analogies, 25, 27. 

Sexual intercourse, 28, 4], 42, 43, 
*200. 

Sexual pleasure, IX. 

Shah, P., 36. 

Shastri, P., 52n. 

Shastri, Srinivasa, I2In, |3in, 

Siddhantasastra, I39. 

Silburn, L., XII, I9n, 27n. 

Sita, 63n, I05, 05n. 

Siva, 4l, 44, 49, 5, (dance of ), 52, 
]39n. 

Sivadrsti, 33. 

Sivarasa, 39. 

Sivasütra, 46n. 

Sivopadhyaya, 29, 30n. 

sloka, 83. 

Smrti, 22. 

Soka, 82, 84n, 87, 87n, I29. 

Somananda, 33. 

Sorrow in drama, 64. 

spanda, 32n. 

Spandakarika, Í9n. 

speech ( as a cow ), 23. 

sraddha, 39. 

Sreekantiya, T. N., ITn. 

Sridbara (commentator on KP ), 63n, 
, 67n. 86n. 

Sritantrarajabhattaraka, 4l. 

$rügararasa, VII, 2, 4, 43, 45, 95. 
00, 00n, 4, 20n, 22, 24, I4. 

sruta, 28. 

srutidusta, 66. 

Stallworthy. J. 60n. 

Stavacintamani, 44n. 

sthayibhava. 48, 88, 88n. 24, l50, 
pa 

Stchoupak, N. II. 

Suggestion, 7, 8, 09. 

Suggestiveness (see vyafijana,), 77, 87, 

Sukthankar, ll0n. 

Suicide, 34. 


INDEX 


Süktimuktàvali, 30n. Upalocana, 87n. 

Satralankara, 35n. upangabhinaya, 32n. 
svabhavokti, Tl, TIn. Upanisads, XII, XIII, 25, 22, 28, 
svaccha, (colour of ganta ), I20n, upeksa, I5l. 
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Tapasavatsaraja, |32n. Valmiki, 6, 79n, 79, 82, 83, 05. 
tatastha, VII. E Vamana, 3, 66, 77. 
tatasthya, 63, 67. vàsana, 48, 50, 58, 58n, 74, 39. 
tatparya, 7. vastudhvani, 6, 50, 75n, 8], 8In, 


tattvajfiana, 35n, 92n, ti Uani; 88, 89 


27, ॥277. a 
A A Vasudeva, lll. 
Tattvaloka, 33, 55n, [2, lI2n. vex 


Tat tvam asi, 77, š f - 
Theatre & Tantric Ritual, XI. boy ved i 
Theory & practice ( disparity between) Vedanta, 73n, 6l, 89. 

IX. Vedantasara, 26, 26n. 
Tirtha, 369. Venkatacharya, T., 35n. 
Tolkien, J. R. R., 84n. Venugopalan, K., 5. 
Transcendence in literature, IX. vibhavas, XII, 63n, 64, 84n, v2, 


trasa, ॥33: i Vidüsaka, I29n, 
trivial vs. numinous, VIII. Vidyacakravartin, 8 


trsnaksayasukha, 98n, 99n. vidyadhara, 86. 

Truth and falsity (inapplicability to Vidyaranya, 63, 89. 
literature ), 9. vikasa, 67, 72n, 77, 777, 5. 

Tynan, K., 0. vighna, 46, 47. 

U vijigisutva, 47, I47n. 
Ubhayabhisarika, 35n. Vijfanabhairava, 25n, 27, 27n, 28n, 
Udbhata, 3, 35, Tin, 86n, 95n. 29, 59n, 89. 

Universalisation, 72n, 74n. Vikramorvasiya, 74n. 
unmatta, Xll. viksepa, I5l, 
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Vimalakirtinirdesa, 22, 

vinoda, XVII, 62. 

vipralambha, 82, I0, ll0n. 

virarasa, 96, 0l, 02, Il, I30, I30n 
33, 42. 

virodhalankara, 53. 

vismaya, 46n, I29, 

Visnu, 08, 

Visnudharmottarapuràna, 36, 37. 

visranti, 6]. 

vistara, 67, 72n, 77, 77n, 5. 

Visvanatha, I22n, 64, 92. 

Visuddhimagga, 5In. 

Vrttis, 92. 

vyabhicaribhavadhvani, 88. 

vyabhicaribhàva, 09n, I2In, 
|.) 

Vyaktiviveka, II, I8, 9, 20, 86n,58. 

vyangya, 8, 65n. 

vyaiijana, IV, 7, 26, 65, 75, 75n, 76 
77. 

vyapara, 86. 

Vyasa, I07n, I2. 

vyutpadya, 55. 

vyutpatti, I7, 54, 54n, 67, 69, 77n. 

vyutthana, I3in, 60. 


24, 


, 


atata 


w 
Wain, J., IV. 
Warder. A. K., 35n. 
Wilson, E.. XII. 
Wine, 42. 
Witness, 63. 
Woods, J. H., 00n. 
Wright, E. G., 35n, 4In. 
M 
yama, I00. 
Yeats, 8In. 
yoganidra, I56n. 
Yogasütra, ॥श्रा, 74n, 92n, 00, I25n, 
I3In, I32n, 37n, 5In. 
Yogasütrabhasya, 25n. 
Yogavasisthamaharamayana, IX, 29. 
3l, 32, 40, 55n, 84n, ॥. 3in. 
Yogesvara, Tin. 


Yogin, 6l, 74. 
Yudisthira, I05n, I48, 
Z 


B 


Zen, 00n. 


is 
fn. 2, line 8 


fn. 2, line 7 


3 


fn. 


a 


l,line 5 


. 3, line 3 


.l,line4 


.2,linel 


. 4, line 4 


. 2, line 3 


ERRATA 


For 
Sanskvit 
Philosohhy 
Vakrotkijivita 
consgined 
dessicate 
hierachy 
Locanu 
fulfill 
love-makiug 
perosn 
p. 937 
E. I. 


Read 
Sanskrit 
Philosophy 
Vakroktijivita 
consigned 
desiccate 
hierarchy 
Locana 
fulfil 
love-making. 
person 
p. 57, 937. 
E. g. 


Add a danda after kavyam 


was 

Sutra 

fas 

Trantric 
Dhanyasloka 
bocomes 
सच्छाआई 

now 

सातिशाये 
mitiabijasthaniyah 
तासामनादित्वं 
Should 

ब्रह्मस्वाद्‌ 

Hiriyana 

रसेनेति 

ea 
saceidanauda 
भट्टलोछटपक्षा 
प्रतिपोधत 

the the 
Slokaracanürüpe 
° tyarthah 

Drop the sentence 


take 


were 

Sutra 

far 

Tantric 

Dhanyasloka 

becomes 

सच्छआईँ 

not 

सातिशये 

mülabiiasthani yah 

तासामनादित्वम्‌ 

should 

अद्यास्वाद 

Hiriyanna 

रसनेति 

zu: 

saccidananda 

भट्टलोछटपक्षा- 

प्रतिपाद्यते 

the 

$lokaracanaripe- 

tyarthah 

“Note the Rasapradipa 
elo. sve 

takes 


Is 02 


lI0 
४४8 


45 
lI5 
26 
l46 
l6 
॥7 
॥8 
ll8 
2 
2 
24 
33 
36 
43 
63 
65 
69 
69 
I70 
गा 


I73 
9] 
493 
93 
93 


25 
6 
Foot Note 5 


शान्तरस 


For 
bhavaprasama 
between, them 
reach 
these 
adhikrtyo 
तूष्णा 
“जुयुप्सारुपत्वादू 
Arya verses 


grahanam 
तेनादीर्ण 
संबन्धः 
p. 3I0 
enjoyment 

( of pleasures ) 
तावतू 
विस्पयमानस्य 
Tay, 
रूपम 
औग्रवाम्‌ 
धर्मात 
शक्तिश्चेदिति 
शुङ्गारादीन 
arouse 
सम्यग्दर्शनसमवस्था 
vibhava 
gust® 
“परिरक्षकेन 
dharmavira 
that 
“संज्ञाबास्तथा 
who say* 
accepted by others. 
are 
Raghavan’s ed, 


brought 
apürava 
Ch. VI 
VI. 45, 
; words are 


Read 
bhavapragama 
between them, 
reach | 
these 
adhikrtya 
तृष्णा 
°जुयुष्सारूपत्वाद्‌ 
Arya verses and sloka 
verses 
grahanam 
तेनोदीर्ण 
dara: 
p. 309 
experience (of pleasures 
and sufferings ) 
तावत्‌ 
विस्मयमानस्य 
पृथग्‌ 
रूपम्‌ 
sitze. 
धर्मात्‌ 
शक्तिश्चेति 
झङ्गारादीन्‌ 
arouses 
सम्यम्दर्शनसमावस्था 
vibhavas 
gusts 
शपरिरक्षकेण 
dharmavira 
than 
°सङ्गायास्तथा 
who say 
accepted by others.* ` 
is š 
Raghavan's “ Number of 
Rasas ” 
brought about 
apürva 
Ch. IV 
IV. 45, 
word is 


= cosmic dance has no purpose. It is the spontaneous 
expression of overflowing bliss; it is art. 
Abhinavagupta ( 0th cen.) 


Descriptions of love-making -among the gods may offend 
some people's notions of propriety, but if the poet is gifted 
with imaginative genius, the sensitive reader will not find 
them obscene. 

Anandavardhana (9th cen. ) 


This whole universe is no less a figment of one's imagina- 
tion than is the world created in drama. Nor is itless 
beautiful. 

Bhattanayaka ( 70th cen ) 


There are poets, blind from birth, who see more deeply 
than the rest of us. Their eye of imagination never closes. 


Ràjaéekhara (9th cen.) 


To respond deeply to literature and to understand one's 
own Self are the same thing. 


Abhinavagupta. 
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